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$2.00 A YEAR 


Music Lovers Will Find One or 
More of These Books an Enjoyable | 


and Profitable Companion 


Great Pianists on Piano Playing 


By James Francis Cooke Price, $2.25 
Summer Cash Price, $1.80 Postpaid 
A series of study conferences with the world’s 
foremost virtuosos, presenting modern ideas on 
pianoforte playing in a most attractive manner. 
An Fmt aed interesting book for the individual 
reader. 


Life Stories of Great Composers 
By R.A. Streatfield Price, $2.25 
Summer Cash Price, $1.80 Postpaid 
This fascinating book will prove a most profitable 
investment for the summer vacationist. It contains 
thirty-five biographies of the greatest composers 
followed by a chronology, and is illustrated with 
full-page portraits. 


Reminiscences of a Musician’s Vacation 


Abroad 
By Louis C. Elson 
Summer Cash Price, 75 Cents Postpaid 

The recollection of several vacation tours through 
the musical centers of Europe related in Mr. Elson’s 
own inimitable manner. Although intended prima- 
rily to be a source of entertainment and amusement, 
the writer’s wide experience and keen insight into all 
things musical make these anecdotes both fascinat- 
ing and instructive to all music lovers. 


Musical Sketches 
By Elise Polko Price, $1.50 


Summer Cash Price, $1.20 Postpaid 
One of the most popular books about music and 
musicians. The stories or sketches of the composers 
are founded on facts, with interesting stories woven 


around them. 
Old Fogy 


Edited by James Hunneker Price, $1.25 


Summer Cash Price, $1.00 Postpaid 
A series of musical opinions and grotesques, both 
critical and satirical, but containing a wealth of 
musical information of literary value. A book that 
will prove a most pleasant diversion and provide 
refreshingly new ideas on musical subjects. 


& 
is Summer ~ 


Low Cash Prices are Quoted and Since the 
Books will be Sent Postpaid the Cost is 
Further Lowered on this Cash Offer 


USE THE ORDER BLANK ON PAGE 433 
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Descriptive Analyses of Piano Works 
By Edw. Baxter Perry Price, $2.00 
Summer Cash Price, $1.60 

A poetic, dramatic and historical analysis or de- 
scription of the best piano compositions of Bee- 
thoven, Weber, Chopin, Liszt, Schubert, Rubinstein, 
Grieg and Saint-Saéns. Leads to a better under- 
standing and a better interpretation of these master- 
pieces. 


USE THE ORDER BLANK ON OPPOSITE PAGE TO 
ASSURE OBTAINING THESE PRICES 


THE MUSICAL BOOKLET 
LIBRARY 


Practical subjects covered by specialists 
and published in convenient form 
for pocket or handbag 


Summer Cash Price, 10 Cents Each, Postpaid 


Fow Edward MacDowell Taught the Piano. 
By Mrs. Edward MacDowell. 

Frogressive Ways for Securing New Fupils. 
By Allan J. Eastman. 

Making a Success of the Fupils’ Kecital. 
By Perlee V. Jervis. 

Trills and How They Should Be Played. 
By James Francis Cooke. 

First Step in the Study of the Fedals. By 
Carol Sherman. 

Profitable Fhysical Exercises for Fiano Stu- 
dents. By Dr. W. R. C. Latson. 

Passing the Dead Line in Music Study. By 
Thomas Tapper. 

Peer Gynt, A Dramatic Prose Reading. 
Arr. from Notes of Richard Mansficld. 
How to Use the Metronome Correctly. By 

Prof. Clarence G. Hamilton, M. A. 
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Standard History of Music 


By James Francis Cooke Price, $1.50 
Summer Cash Price, $1.20 
The most popular history of music published, a 
book that has pleased thousands. So simply told a 
child can understand it, so fascinating that it 
pleases adults. This wonderfully successful book 
has been adopted by colleges and conservatories in 
all parts of the English-speaking world as a stand- 
ard authority on the history of music. 


Stories of Standard Teaching Pieces 
By Edw. Baxter Perry Price, $2.60 
Summer Cash Price, $1.60 
A companion book to the author’s “Descriptive 
Analyses of Piano Works.” This book deals. with 
pieces from the third to the seventh grade and con- 
tains descriptions of pieces by popular writers, such 
as Schytte, Nevin, Rubinstein, Grieg, etc. 


Mistakes and Disputed Points in Music 
By Louis C. Elson Price, $1.50 
Summer Cash Price, $1.20 Postpaid 

This book covers all the essential points from 
acoustics and notation to piano technic and orches- 
tration and is worth the price of many lessons with 
expensive teachers. Just the thing for young 
teachers or for amateurs desiring authoritative 
information on matters musical. 


Music Masters Old and New 


By James Francis Cooke Price, $1.25 
Summer Cash Price, 90 Cents Postpaid 
Educational biographies of the greatest musicians 
valuable for individual reading or self-study, also for 
use in clubs and history classes; covers the whole 
ground of classic and modern music. 


How to Understand Music 
By W. S. B. Mathews Price, $2.00 
Summer Cash Price, $1.60 Postpaid 

Eight editions of this splendid work have been 
sold and it is generally recognized as indispensable 
to every music student. Full of uplift and inspira- 
tion; a guide to the full knowledge and appreciation 
of music, written in readable style. 


Pack One of These Reasonably Priced Albums in Your Bag. 


While Vacationing there may be Occasions when it will Prove Valuable Forethought to Have at Hand a Large Variety of Numbers Such as 


Piano Players’ Repertoire 
Price, 75 Cents ‘ 
Summer Cash Price, 57 Cents Postpaid 
Here one obtains thirty-nine pieces, 
mostly lying in the third and fourth 
grades. Just the volume for any 
piano player. The pieces are inter- 
esting and have merit. . Excellent 
work in sight-reading practice as well 
as fine material for light recital work 
or self-amusement may be had from 
the many various styles in which the 
pieces are written. 


Popular Recital Repertoire 
Price, 75 Cents 
Summer Cash Price, 57 Cents Postpaid 
There are thirty-one numbers in 
this album and every one is a gem. 
They lie chiefly in grades four and 
five. Such pieces as Dvorak’s ‘Hu- 
moreske,”’ Schutt’s SA) Tae..; een 
Aimee,” Chaminade’s ‘Scarf Dance,” 
and numbers by such writers as 
Wachs, Dubois, Eggeling, Fontaine, 
Gottschalk, Poldini, Peabody, Huerter, 
ete., are included in this album. 


Will be Found in Any One of These Convenient Albums 


Popular Home Collection 
Price, 75 Cents 

Summer Cash Price. 57 Cents Postpaid 

New and original, these forty-six 
pieces are not to be found in any other 
collection. The numbers contained are 
in the early or intermediate grades, 
and all will be found admirably 
adapted for parior playing. Many 
favorite writers: have contributed 
just such pieces “as will please the 
average listener and prove grateful to 
the player. 


Standard Parlor Album 
Price, 75 Cents 

Summer Cash Price, 57 Cents Postpaid 

Melodious and entertaining are the 
forty-one pieces in this album. Aver- 
aging around grades three and a half 
and four, these pieces are suitable for 
the average player. All the numbers 
are excellent and with hardly an ex- 
ception are copyrights, which means 
you do not get a collection containing 
numbers that have been used _ re- 
peatedly in other volumes. 


OFFER ON PAGE ‘433 


USE THE ORDER BLANK FOR THIS 


1710-1712-1714 CHESTNUT ST. 


THEODORE PRESSER CO. 


Standard Brilliant Album 

Price, 75 Cents , 

Summer Cash Price, 57 Cents Postpaid 
Twenty-seven pieces of a showy na- 
ture, yet not very difficult. Some of 
the numbers in this album _ hereto- 
fore were only purchasable in sheet 
music form at a price very close to the 
cost of this entire collection. One of 
the most pleasing of popular albums. 
Wachs, Kowalski, Victor Herbert and 
Engelmann are among the composers 
represented in this unique compilation. 


Standard Advanced Album 
Price, 75 Cents : 

Summer Cash Price, 57 Cents Postpaid 

A collection containing twenty-eight 
classic and modern compositions. Sev- 
eral masters, such as_ Beethoven, 
Chopin and Rubinstein, are repre- 
sented along with more modern com- 
posers, MacDowell, Carreno, Lacome, 
Sappellnikoff, Debussy and others are 
among the latter. Lovers of good 
musie should have this excellent com- 
pilation. 


: : PHILADELPHIA, PA. 


USE THE ORDER BLANK FOR THIS 


Singers’ Repertoire 
Price, 75 Cents 
Summer Cash Price, 57 Cents Postpaid 


There are no commonplace or unin- 
teresting songs in the thirty-six num- 
bers in this album. A half-dozen re- 
markably good sacred songs are in- 
cluded, and a few classics also add to 
the collection. Quite a varied selec- 
tion is offered, there being pretty bal- 
lads, lullabies and serenades in all 
styles; an album worthy of being in 
the library of any singer. The songs 
are in the medium voice. 

Standard Song Treasury 
Price, 75 Cents ; 

Summer Cash Price, 57 Cents Postpaid 

This is indeed a treasury for the 
vocalist. It contains forty-eight 


selected songs that are suitable for 
recital, concert or vocal diversion, 
most of them in medium voice. There 
have also been included eight sacred 
numbers of special merit. 
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—GROVE’S 
DICTIONARY 


MUSIC 
MUSICIANS 


FIVE LARGE VOLUMES 
BOUND IN RED CLOTH AND 


STAMPED IN GOLD : : : 


There are 4,000 pages and over 
5,000,000 words from great 
authorities upon all phases of 
musical learning. The books 
are liberally illustrated with 
cuts, half-tones and notation 
examples. Thousands of subjects 
are discussed: Biography, His- 
tory, Musical Science, Theory, 
Musical Industries, Instrumenta- 
tion, A‘sthetics, Musical Terms, 
etc., etc. The work is the most 
notable musical compendium in 
any language. 

Have these splendid musical 
books in your own home. What 
the Encyclopedia Britannica is 
to General Information the 
Grove Dictionary is to Music. 
There is no better Musical Refer- 
ence Library at any price in any 
language. Unabridged inany way. 


The Early Editions Sold For $25.00 


The Price of this $ : 7: 
Latest Edition is ios 


Notwithstanding the low price 
made for cash we aes orders subject 
to part payments. rite for terms. 


The set is also given as a premium 
for obtaining subscriptions to THE 
ETupDE. 


REMEMBER 


THE HOUSE OF THEO. PRESSER CO. 
STANDS BEHIND THIS TRANSACTION 
IN EVERY WAY. 


SEND YOUR ORDER TO 


THEO. PRESSER CO. 


Sole Agents 
PHILADELPHIA, PENNA. 


Give Your Pupils 


SPECIAL THREE Montas SUMMER SUBSCRIPTIONS 
To THE E TUDE 


”% 


Keep pupils’ interest alive during the Summer, overcome their 


tendency to consider their musical studies completed with the 
Spring recital, awaken their interest at a time when you are not in close touch with 
them, bridge over the vacation interval, by having each pupil take advantage of 


THE ETUDE Special Summer Offer 
THREE ISSUES FOR 40 CENTS 
$2.00 WILL SUPPLY 5 PUPILS 


In the three copies sent them, pupils will get at least fifty pleasing and instructive 
pieces of music, as well as many interesting articles by leading musicians and teachers. 


Thousands of teachers donate a three months’ subscription to each student, 
thus showing their interest in the pupil and more readily gaining the attention of 
the parents at the beginning of the new season. 


THEO PRESSER CO. 


THE ETUDE, 


Publishers 


BEAUTIFUL SONG 
| in a Beautiful Edi- 
&} tion. The title page pre- 
sents an excellent four- 
={ color portrait of 


Mme. A melita Galli-Curet 


F} to whom the song is dedicated. 


Music Composition as a Field for Women 


At the age of thirty-two Carrie 
Jacobs Bond turned her atten- 
tion to music seriously for the 
first time. 

Becoming a widow, with a 
son to bring up she found her- 
self in Chicago with the grim 
certainty that her only assets 
were her artistic abilities and 
a certain gift for making mel- 
odies that everybody seemed 
to love. 

How she attained success 
will be told for the first time in 
Mrs. Bond’s own words in the 
September issue of THE ETUDE. 
. It is one of the most stim- 
ulating articles we have ever 


\/ 
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It is an excellent business investment. 


PHILADELPHIA, PA. 


THEODORE PRESSER Co. 


_ | AUTOBOT TORU TURUNEN 


7 e 
The Best Plantation : 
Song Written in Years! : 
? a i ie 

Ol’ Car’lina § 
WORDS AND MUSIC BY Ke 

James Francis CooKE ie 


Price, 60 cents 
Chorus ~s/ower 


Back where | was 


1710-1712-1714 Chestnut Street 
PHILADELPHIA, PA. 


FANANANADAMATANANANAMAMAT ANAM OXNTANTOVNTONITONITOITONI TANI TONIONITONITOUIONTONI ONION OVNIO 


read and one which will prove 
of immense encourage- 
ment to thousands of people 
who are beginning their fight 
for success later in life. 

We mention this particular 
article but it is only one of 
several of the kind that fairly 
compel the reader to do more 
and better work by both inspir- 
ing him and instructing him 
through the experiences of 
others who have really suc- 
ceeded. 

THE ETUDE for the next six 
months will be exceptionally 
fine. Kindly tell your mu- 
sical friends. 
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For Special Summer 
Priced Music Works 


See Cover Page Opposite 
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MUSICAL AMERICA 


The leading International Musical 
Weekly Newspaper Devoted to 
the Musical activities of the world. 


Profusely Illustrated 
Subscription Price; for One Year: 
Domestic . . $3.00 
4.00 
5.00 


The MUSIC TRADES 


The Leading Weekly Paper devoted 
to every branch of the Musical In- 
dustries. Contains all the News. 
Is Constructive and Educational. 
Profusely Illustrated 


IT IS A VALUABLE ASSET TO THE 
DEALER IN THE RETAILING OF 
MUSICAL INSTRUMENTS 


Subscription Price; for One Year: 
Domestic . . $3.00 
Canada . . 4.00 
Foreign . . 5.00 


?, 


Ganada .. 
Foreign . . 


& 


Purchaser’s Guide 
he MUSIC Industries 


(INCORPORATING THE PIANO AND 
ORGAN PURCHASER’S GUIDE) 


For 1920 


The Twenty-fourth Annual Edition 
Now Ready. Contains complete 
authenic list and grading of Pianos 
and Organs manufactured in the 
United States. Also some account 
.of the leading Phonograph and 
Talking Machine Manufacturers, 
Music Roll Makers, Supply Houses 
& Musical Merchandise Concerns. 


Price 25 cents per copy 


Invaluable to the Dealer in Protecting Standard 
Makes of Pianos and Players in Competition. 


Special Offer 


One Year’s Subscription (domestic) to 
MUSICAL AMERICA; One Year’s 
Subscription (domestic) to bine Lap 
TRADES and o e 1920 
_ of THE PURCHASER’S G! ’S Gurbe’s $6- 00 


O THE MUSIC INDUSTRIES 

THE MUSICAL AMERICA CO. 
THE MUSIC TRADES CO. 
501 Fifth Avenue, New York 


NO TEACHER Should despairof finding the 

exact educational material 
desired without first writing our Service Department. 
THEO. PRESSER CO., Philadelphia, Pa. 


Singers ! 


Why Not Enjoy At No Expense pleasur 
able moments playing and singing specimens 
of new songs that are shown on our Thematic 
Vocal Circulars? Send for them. 


THEODORE PRESSER CO., Philadelphia, Pa. 


THEODORE PRESSER CO. 
1710-1712-1714 Chestnut St., Phila., 


Gentlemen: 


Enclosed you will find $ 
for which send me POSTPAID AT SUMMER CASH PRICES 


the following works: 


Pa Stamps 
Cash Check 
Money Order 
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Worth While Works 
, For Use In Summer _s: 
_ Music Classes 


SUCCESSFUL FIRST INSTRUCTION BOOKS 
IINSURING INTEREST AND THOROUGHNESS 


le 


; Beginner’s Book : 
5 SCHOOL OF THE PIANOFORTE—VOL. ONE e 
8) | By Theo. Presser, Price, $1.00 Ke 


5 - This elementary piano instructor has had an unprecedented success, } 
5 being welcomed by teachers everywhere as just the thing for the young 0 
® beginner; the next thing to a kindergarten method. The publishers know 

’ of no elementary instructor used more extensively. The rudiments of ie 
F§¥ music, notation and elementary work are thoroughly covered in a most e 
8 delightful manner. The first grade of study up to, but not including, the e 
e{ scales, is the scope of this work. 


Student’s Book 


8) SCHOOL OF THE PIANOFORTE—VOL. TWO 
5 By Theo. Presser, Price, $1.00 
8| Intended to follow The Beginner’s Book or any other first instructor, 


\ this volume has met with a flattering reception. It bridges the gap between 
Fy the instruction book and the graded course or the conventional series of 
2 studies and exercises. Major scales receive detailed treatment up to and 
2 including four sharps and four flats. At the end of the book all the scales 
are given. 


A PIANO COURSE OFFERING MATERIAL 
FOR CLASSES OF EVERY GRADE 


The Standard Graded Course of Studies 


FOR THE PIANOFORTE 
TEN GRADES—Price, $1.00 each—TEN VOLUMES 
By W. S. B. Mathews 
The Standard Graded Course is to Music like a keel to a ship. With 
this carefully selected “keel” all other material may be added as needed ke 
and the whole musical training will be well balanced and progressive. The re 
course comes in ten grades—one dollar for each grade. With special work % 
during the summer the student should be able to master an entire grade in 
two months. 


A HARMONY CLASS APPEALS WHEN A 
CLEAR, CONCISE BOOK IS USED 


Harmony Book for Beginners 
By Preston Ware Orem, Price, $1.25 


Lays a strong foundation for future musicianship by giving the main ie 
essentials of the subject in such simple, understandable and interesting man- ie 
ner that it will prove invaluable in the class or for self-help work, Thisworkhas [4 
proved a success from the start, and many world-known musicians, such as 
John Philip Sousa and others, have congratulated the writer on its merits. . 


STUDY BECOMES A PLEASURABLE PASTIME 
IN A MUSIC HISTORY CLASS 


Standard History of Music 


By James Francis Cooke, Price, $1.50 . 


A history that has pleased thousands. Music lovers are here furnished 
interesting reading, and the music student is supplied with 40 story lessons 
in music lore. This history has been used with great success in summer 
class work by hundreds of teachers in all parts of the country. 


Specially Selected Material for Summer Classes 
Gladly Sent for Examination 


Write and tell how many pupils you expect and the kind of classes you 
are planning, and we shall gladly send to you material for examination. 
The plan is to keep what you need for your pupils and return the balance. 


» THEODORE PRESSER COMPANY 


ie 
: 
1710-1712-1714 CHESTNUT STREET, PHILADELPHIA, PA. : 
TONOUOUOIOONANOnOnC 
Please mention THE ETUDE when addressing our advertisers. 
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QUICKEST MAIL 
ORDER MUSIC 
SUPPLY HOUSE 
FOR SCHOOLS, 
COLLEGES, 
TEACHERS AND 
LOVERS OF MUSIC 


THEODORE 
PRESSER 
COMPANY 


1710 - 1712 - 1714 
CHESTNUT ST. 


PHILA., PA. 


PUBLISHERS 
OF AND DEAL- 
ERS IN SHEET 
MUSIC AND 
MUSIC BOOKS. 
MUSICAL MER- 
CHANDISE, TALK- 
ING MACHINES 
AND RECORDS. 
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THE ETUDE 


PREPARATION 
IS A 


STRONG 
SUPPORT 


TO A SUCCESSFUL and SAT- 
ISFACTORY OPENING of 
NEXT TEACHING SEASON 


A Most Vital Point 
in Preparing is to 


Order Teaching 
Material Early 


Abundant Reasons and Convincing Argu- 
ments can be Advanced in Favor of this 


ORDER EARLY PLAN 


But the thinking teacher has long realized 
the wisdom of ordering next season’s sup- 
plies well in advance, and therefore to most 
teachers nothing more than a reminder is 
necessary at this time. 


BRIEFL Y, the plan is to book ‘‘On Sale’’ orders during the early 

summer months subject te delivery on or before a date 
specified by the teacher. Orders received ap to August First are 
combined in one shipment prepaid to central distributing points 
and from there forwarded at a small expense to the several 
consignees. The saving in transportation charges is an im- 
portant item and means much in these days of high costs, but 
of more consequence is the certainty of having one’s music 
supplies on hand and ready for use when the pupils arrive. 


WRITE NOW AND— 


Let us know the number of pupils expected 
next season. 


State the grades and styles of music desired. 
Give the date the material should reach you. 


RESULT— 


We will send a selected supply of material 
on our On Sale terms, all not used being 
returnable at end of next teaching season 
when settlement is made. 


Material will reach you at time desired. 


A prompt start of the season’s work to the 
profit and satisfaction of both teacher 
and pupil. 


NA 
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of Shanghai. In Canada, $2.25 per year. 


payable at Philadelphia. 
per year. 


Single copy, Price 25 cents. 


for its safe arrival. 


do not wish to miss an issue. 


up period. 


A. J. Goodrich, musical theorist, died 
in Paris, April 25th. Born in Ohio, 1848, he 
was a self-taught musician, except for a few 
lessons from his father. He taught music 
and theory at several of the western con- 
servatories and later privately at Chicago, 
where he also wrote upon musical subjects. 
His mature work was accomplished at New 
York, London and Paris. His published books 
on musical theory, musical analysis, ete., are 
of great value and originality. 


The French tax on pianos is being 
vigorously fought by the musicians of Paris. 
The syndicate of composers is to take force- 
ful political action against the unwelcome 
imposition. This body has nominated Henri 
Rabaud, Vincent d’Indy, Paul Braud, Philipp 
Charpentier and Florent Schmitt to represent 
them in whatever course may be taken in 
the matter. There is already serious con- 
sideration of the repeal of the tax by those 
in power. 


Joseph H. Gittings, pianist, teacher 
and impressario, died May 13th, Pitts- 
burgh, Pa., aged seventy-two. He was a 
public spirited man, and spared no pains, nor 
money, nor effort, to bring the best music to 
his city. The value of his teaching was 
well known, and hosts of pupils passed 
through his hands. He was organist at the 
Third Presbyterian Church, and for twenty 
years directed the music department of the 
Pennsylvania College for Women. He had a 
genius for friendliness and a kindly urge to 
share all the good that came to him. 


Hortense Schneider, opera singer, 
who attained repute as the first singer of 
the title role of Offenbach’s light opera, La 
Belle Helene, in the sixties, died in Paris. 


Mischa Elman, the famous violinist, 
is retiring from active concertizing 
for a number of years. He will give himself 
over to composition. 


Le Monde Musical, whose work for the 
reorganizing and the reconstruction of the 
Rheims School of Music has been so tireless, 
has received for its fund to that end, from 
Mr. Harkness Flagler, president of the New 
York Symphony, the entire proceeds’ of the 
last concert, given previous to the departure 
of the orchestra to France. The sum exceeds 
20,000 francs. 


The New York Symphony, now on 
its European tour, has been received with 
the greatest enthusiasm in Paris, where its 
second concert has recently been given, under 
the direction of Dr. Walter Damrosch. The 
war work of the distinguished conductor in 
France is well known and highly valued, and 
this in itself would ensure for him and for 
the orchestra a warm and friendly welcome, 
but in addition, the French crities cannot 
say enough in praise of the artistry of the 
organization and of its leader. Dr. Dam- 
rosch has received the Order of the Crown 
of Italy, with the rank of Knight. 


Raymond Roze, son of Marie Roze, 
died on March 30th. He was well known in 
London as a conductor of opera, and his own 
opera, Joan of Arc, and the music to Julius 
Cesar had very successful performances, espe- 
cially the latter, which had the honor of 
being given “by command.” Mr. Roze or- 
ganized and conducted the British Symphony 
Orchestra, composed of “demobbed” men who 
had served in the late war. He also con- 
ducted orchestral concerts in France and 
Belgium. 


Paderewski has refused a $1,000,000 
eonecert engagement in America, it is 
said. 


Eugene Ysaye has been re-engaged 
fer two years as the conductor of the 
Cincinnati Orchestra. 


Boston has a new Philharmeonie 
Choir, which has just given its second con- 
cert, with much success. 


Subscription Price, $2.00 per year in United 
States, Alaska, Cuba, Porto Rico, Mexico, Hawaii, 
Philippines, Panama, Guam,.Tutuila, and the City 
In England 
and Colonies, 11 Shillings-2d; in France, 14 Francs}; 
when remitted by International Postal money order, 
All other countries, $2.72 


REMITTANCES should be made by post-office or ex- 
press money orders, bank check ordraft, or registered letter. 
United States postage stamps are always received for cash. 
Money sent in letters is dangerous, and we are not responsible 


. DISCONTINUANCES.—Owing to the educational 
character of THE ETUDE a majority of its readers 
Therefore, the pub- 
lishers are pleased to extend credit covering a Twelve 
Months’ subscription beyond expiration of the paid- 
Those of our subscribers not wishing to 
avail themselves of this convenience of remitting 
later will wlease send a notice for discontinuance. 
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The World of Music 


Music Festivals are reported from 
all over the country: Syracuse, N. Y., 
had the most brilliant festival in all its his- 
tory. A super-excellent chorus of three hun- 
dred, under the direction of Howard Lyman, 
head of the choral musie department of Syra- 
cuse University, was heard in three num- 
bers. Chicago Symphony Orchestra did beau- 
tiful work under the baton of its conductor, 
Frederick Stock, at all the concerts. The 
soloists were Titta Ruffo, Leonora Sparkes, 
Rosa Raisa, Sue Harvard, Edward Johnson, 
Louis Baker Phillips (pianist), and Enrico 
Tramonti (harpist). Richmond, Va., held its 
twenty-seventh festival under the auspices of 
the Wednesday Club. The Metropolitan 
Opera Orchestra, conducted by Richard 
Hageman, played at all the concerts, which 
were attended by audiences of 3,000 each 
evening. The soloists were Anna Fitziu, 
Giovanni Martinelli and Titta Ruffo. Ithaca, 
N. Y., held a notable festival at Cornell Col- 
lege. The Chicago Symphony, under the di- 
rection of Frederick Stock, was the assisting 
orchestra. An admirable chorus did artistic 
work conducted by Hollis Dann. The vocal 
soloists were Reinald Werrenrath, Louise 
Homer, Edward Johnson, Paul Althouse, 
Grace Bonner Williams, Ruth Blackman- 
Rodgers, Robert Steel, Thomas Chalmers, 
Charles T. Tittman and Enrico Tramonti 
(harpist). Louisville, Ky., had a three-day 
festival, assisted by the Minneapolis Sym- 
Phony. Orchestra, under the baton of Emil 
Oberhoffer and the following soloists : Harriet 
McConnell, Rafaelo Diaz, Lucile Lawrence, 
Oliver Denton (pianist). The final concert 
was given by the Russian Symphony Or- 
chestra, conducted by Modest Altschuler and 
Henry Hadley, who directed his own works 
in thé second half of the performance. 
Springfield, Mass., held its eighteenth annual 
festival, five concerts and five public re- 
hearsals, an innovation which might well be 
followed in other localities. The assisting 


orchestra was the Chicago Symphony, con- 
ducted by Frederick Stock. A fine chorus, 
trained and directed by John J. Bishop, was 
heard in an interesting program. The soloists 
were Ruth Ray (violiniste), Sophie Braslau, 
Titta Ruffo, Dicie Howell, Robert Quait, Fred 
Patton, Irene Williams, Norman Jollif and 
John Hand. The sixth annual festival of 
Emporia, Kan., was very successful, and 
continued four days. The first was a fine 
presentation of the opera of Henry Hadley, 
The Fire Prince, full costumed and scened, 
with a chorus and cast of sixty people, di- 
rected by Dean Hirschler of the School of 
Music. The assisting soloists were Frieda 
Hempel, Pietro Yon (organist). The soloists 
for the chorus were Mrs. W. W. Parker, 
Ethel Rowland, E. J. Lewis and Rice Brown. 
The third event in the festival was a novel 
one, an outdoor performance of The Pageant 
of Life, under the direction of Ula Wishard, 
of the physical training faculty of the college. 


Galli-Curei made her only British 
Columbian appearance in the latter part of 
May in Vancouver. The spring musical 
events here and in Victoria have been en- 
grossing and notable. Percy Grainger, Godow- 
sky, Josef Martin, Florence Otis, Florence 
Austin (violiniste), Winnifred Lugrin-Fahey 
and others of eminence appeared in recital 
and concert. A feature of the season was 
the performance of The Pirates of Penzance, 
which ran for ten nights and two matinees 
at the Princess Theater in Vancouver, pro- 
duced by the Princess players. The entire 
proceeds of this theater, under the manage- 
ment of Reginald Hincks, were turned over 
to a war fund from the beginning of the 
recent war. 


The New Symphony Orchestra, under 
the direction of Arthur Bodanzky, spent nine 
hours rehearsing works by new American 
authors. 
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Homer Newton Bartlett, organist 
and composer, died on April 2d, at Hobo- 
ken, N. J. He was born in Ulster County, 
New York State, in 1845. He was educated 
entirely in America, having been the pupil 
of S. B. Mills, Braun, Jacobson and others. 
Mr. Bartlett was the composer of many artis- 
tic and well-known songs, as well as com- 


‘positions in the larger form, cantatas, sex- 


tets, and opera in three acts, La Valiere, and 
an oratorio, Samuel. Mr. Bartlett was the 


initial founder of the American Guild of 
Organists. 


John Anderson, one of the best- 
known musicians in Canada and the 
United States, is dead at Toronto at the 
age of seventy. He was at one time cornet 
soloist with the royal Grenadiers and the 
Queen’s Own”’ Bands of Toronto, Nevin’s 
Band of Chicago, Ill., and the 65th Regiment 
Band of Buffalo, N. Y. Some years ago he 
organized and conducted Anderson’s Concert 
Band which toured in the States and the prov- 
inces with brilliant success. He was asso- 
ciated with the late Dr. Torrington in the 


production of oratorio and symphony con- 
certs. 


Carl R. Stasny, Pianist and musical 
theorist, died on April 21, 1920. He was 
born at Mainz-am-Rhein in 1865. Previous 
to 1891 he toured Europe as concert pianist. 
Afterward he came to America as professor 
of piano instruction at the New England 
Conservatory. He was one of four pianists 
chosen to play at the World’s Fair concerts 
with the Theodore Thomas Orchestra. He 
also played with the Boston Symphony and 
the Kneisel Quartet in coneerts and recitals 
throughout the country. At the time of his 
death he was the director of his own con- 
+: ibguadsd of music in the city of ‘Boston, 

ass. 


Negro music drew an audience of 
5,000 to the civic auditorium in Charlotte, 
N. C., the active participants being the Cole- 
ridge-Taylor Oratorio Chorus and the Or- 
chestra of Biddle University, under the baton 
of Thomas A. Long. The program included 
Hiawatha’s Wedding, Coleridge-Taylor; Lis- 
ten to the Lambs, Nathaniel Dett, and Deep 
River, as arranged by Harry Burleigh. 


William C. Bridgman, one of Dr. 
Walter Damrosch’s assistant condue- 
tors in the New York Oratorio Society, has 
been invited to assume the directorship of 
the chorus of the Chautauqua Institute. 
This office includes the training of all choirs 
connected with the Chautauqua Institution, 


the direction of the New York Symphony Or- 


ehestra at the Sunday services and at all 
publie appearances of the choir. Mr. Bridg- 
man is the choirmaster of St. James Epis- 
copal Church, Brooklyn, N. Y. He will sue- 
ceed the late Alfred Hallam in this work as 
director. 


Melbourne, Australia, 


staged a 
great Beethoven Festival 


from Ma 
It was held at the town hall, 
and ineluded seven concerts, orchestral and 
choral. It was conducted by Henri Ver- 
brugghen, director of the New South Wales 
State Orchestra. A fine program of Bee- 
thoven’s works was presented with notable 
soloists and a large chorus. 


The Music Teachers’ National Asso- 
eiation has elected officers for the sea- 
son of 1920-21 as follows: President, Peter 
Lutkin, Northwestern University, Evanston. 
Ill.: Vice President, J. Lawrence Erb, Uni- 
versity of Illinois, Urbana, Ill. ; Seeretary, R. 
G. MeCuteheon, dePauw University, Green- 
eastle, Ind.; Treasurer, Waldo S. Pratt, Hart- 
ford, Conn.; Editor, Karl W. Gherkens, Ober- 
lin College, Oberlin, Ohio. 


Dr. Irvin J. Morgan, formerly active in 
musical affairs in Philadelphia, gold medalist 
at the St. Louis Exposition, has been ap- 
pointed official organist to the city of Pert- 
land, Ore. This city has, under his direction. 
recently celebrated the centennial year of 
Oregon as a State. 
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PP oma SEG AS 


An 

Invitation. to 

Talking Machine 
Manufacturers 


We are informed that the 
representatives of one or 
more talking machine 
manufacturers have 
stated, on several occa- 
sions, that they are able 
to distinguish etween a 
singer’s voice, or instru- 
mentalist’s performance, 
and the New Edison’s 
RE-CREATION of such 
voice or performance. 


We hereby invite respon- 
sible representatives of 
any reputable talking 
machine manufacturer 
to permit themselves to 


be blindfolded, and to 


listen to such a compari-. 


son, in the presence of 
judges’ of their own 
choosing, indicating to 
the ju ges when they 
think they are listening 
to the artist and when 
to the New Edison Pho- 
nograph. There is onl 
one condition eileen te, 
and that is—that the re- 
presentatives of the talk- 
ing machine company, 
and the es selected 
by them en sign a writ- 
ten statement, settin 
forth, in full detail, the 
results of the test. 


The test will be made 
with an Official Labor- 
atory Model, taken from 
stock, such as can be 
bought in any Edison 
dealer’s store. 


THOMAS A. EDISON, Inc. 
Orange, N. J. 


THE ETUDE 


Mr. Edison Proves it 
to Los Angeles 


1,500 music-lovers cannot tell the difference between 
living voice and its Re-Creation by the New Edison 


GOME people, who read this account of Mr. 

Edison’s 'Tone-'l'est in Los Angeles, are going 

to say that the New Edison couldn’t baffle them. 

The test was given on the evening of January 

26, 1920, in Trinity Auditorium, Los Angeles, 

Cal. he photograph, which is reproduced here, 
was taken about 9 o’clock of that evening. 

Marie Morrisey, a distinguished:contralto, sang 
several selections in direct comparison with the 
New Edison’s Rr-Creration of her voice. Only 
by watching her lips, could the audience tell when 
she was singing and when the New Edison was 
Re-Creatine her voice. 

Then came the ‘‘dark-scene’’ test in which the 
audience had to depend on ear alone. While Miss 
Morrisey was singing, the lights went out. Densest 
black swallowed stage, singer and phonograph. 

Miss Morrisey’s rich contralto continued to fill 
the auditorium. Then the lights flashed on again. 
The audience gasped—rubbed its eyes. 

Miss Morrisey had left the stage. Only the 
phonograph was standing there. While the lights 
were out, the New Edison had taken up her song, 
and no one in the audience had detected the 
substitution. 

The Los Angeles newspapers of the following 
day, January 27th, said in part as follows: 

‘It was impossible to discern the change from 
the voice to the New Edison.”’ 

—Los Angeles Record, 

‘‘Only by watching the lips of the singer was 
it possible to determine when Miss Morrisey was 
singing and when the machine alone was producing 
the sound. ”’ —Los Angeles Express. 


The NEW EDISON — 


‘The Phonograph with a Soul” 


From actual photograph taken January 26, 1920, at Trinity Auditorium, Los Angeles, Cal. 


‘The object of the tone-test—to prove the 
fidelity of the New Edison in Rr-Creatine the 
human voice—was a success.’’ —Los Angeles Times. 

This Los Angeles 'Tone-Test is not an isolated 
example. Approximately 4,000 similar tests 
have been given before 3, 500, 000 people in thc 
United States and Canada. Representative news- 
papers have reported that these 4,000 tests were 
unqualified successes for the New Edison. 

We do not believe there is any one who can 
listen, under proper test conditions, to a singer’s 
voice (or instrumentalist’s performance), in com- 
parison with the New Edison’s Rr-Creation of 
such voice (or performance), and tell, with cer- 
tainty, when he is listening to the singer (or in- 
strumentalist) and when to the New Edison. 

We hereby assert. upon full information and 
belief, that the New Edison is positively the only 
phonograph (or talking machine) that is capable 
of sustaining this test. 


Stabilized Prices 
The selling priee of the New Edison has been increased 
less than 15% since 1914—and a part of this increase is 
War Tax. Mr. Edison absorbed the greater portion of the 
increased cost of manufacture, which has occurred since 
the beginning of the European War, and, as a result, our 
profits were reduced toa very narrow margin. Mr. Edison 
was determined to keep the New Edison within the reach 
of every home and was willing to make sacrifices, which 
the average manufacturer would not have made. Owing 
to the exacting standards of workmanship and material at 
the Edison Laboratories and the continued scarcity of the 
required quality of both, it may be necessary to increase 
our prices during the present year, However, we shall 
make every effort to avoid this action. 


THOMAS A. EDISON, Inc. 
Orange, N. J. 


Shows Miss Marie Morrisey comparing her voice with its Re-Creatrion by New Edison; 
1,500 were in audience that listened- None could distinguish one voice from the other, 
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What Should the Piano Sound Like ? 


Last January THe Ervupg, in an interview with Josef 
Hofmann, presented a plea for making the piano sound like a 
piano—not trying to make it sound like some other instru- 
ment. ‘This must make interesting reading to those who have 
been hearing for years that the piano should be “orchestral” 
or it should be “‘vocal,” etc., ad nauseum. 

Back in the time of Herz and Kalkbrenner the ambition of 
pianists and composers for the piano seemed to be to make the 
piano sound like a music box or a mechanical piano. There 
were limitless variations and limitless trills, runs and twitter- 
ings. For the time being the more substantial music of Bach, 
Haydn, Mozart, ete., was obscured by showers of piano pyro- 
technics. 

Then came the orchestral fanfares of Liszt, balanced as it 
were by the highly artistic original compositions of Chopin 
and the variations of Thalberg. Thalberg essayed to make the 


piano sing, but what he had in mind in his L’Art du Chant 


was a singing melody with a very flowery variation surround- 
ing it. 

In modern times, however, teachers and pianists endeavor 
to bring out the beautiful sonority of the piano, with legato 
passages, but at the same time this “singing,” “weight” or 
“pressure” touch, as it is variously described, is not permitted 
to monopolize the performance so that the other beautiful ef- 
fects that may be produced upon the piano are forgotten. 

There are certain pianists who always make the piano 
sound like a xylophone, which is, perhaps, the piano at its 
worst. A well-played xylophone solo is better than a poorly 
played pianistic imitation. 

The tendency of the present day is, however, to make the 
piano “sing” as much as possible. Rubinstein was once quoted 
as saying: **The new fangled notions of technic by which legato 
and cantabile playing are sacrificed to the effort to obtain 
orchestral effects will some day give place to the old ideas of 
Hummel and Moscheles.” ‘This ,jhas actually come to pass and 
the merely: orchestral pianists cannot even “draw a house in the 
provinces.” 


Can You Pass ? 


GREAT movements do not spring into existence out of a 
clear sky. Indeed, there is something in the history of every 
reform that is akin to what many scientists believe may be the 
manner in which our planet came into existence. First, a kind 
of nebulous, gaseous something, gradually taking more and 
more form and eventually solidifying into a world. Just now 
there is an almost endless discussion of the whys and wherefores 
of standardization of music teaching in America. The Associa- 
tion of the Presidents and the Past Presidents of the State and 
National Music Teachers’ Association, among others, has made 


out its plans and specifications for the music teacher of to- 


morrow. ‘The expressed object is to “standardize musical in- 
struction and establish a uniform standard of examinations.” 
This is only one of many excellent plans. Music teachers in 
the future must look forward to passing some such examination. 
If you are to be listed as an associate, for instance, you would 
have to pass the following examination. There can be no ques- 
tion that there are thousands and thousands of people teaching 
music in America now who could not begin to do this. How- 
ever, THr Erupr, which has stood for sensible “no-proprie- 
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tary” standards, aims conscientiously to help such teachers to 
attain such a goal. First of all, one must have the goal. The 
idea of such an examination is not to grant a permit or license 
to teach, but to certify to the fitness of the teacher and afford 
him a definite evidence of this fitness. One branch of the ex- 
amination would seem to make reading of Ture Erupr more 
or less imperative in order that the teacher may keep informed 
in the matters discussed—subjects which are | constantly 
treated in THe Erunpe. 

The following is designed to suggest requirements for the 
grade of Associate and to offer specimen examination papers 
in each subject. The works suggested may in many cases be 
replaced by others of equal standing. It is expected that every 
candidate for this degree will be prepared to give a demonstra- 
tion of ability by public performance of one of the works in 
question. 

PIANo 


Bach ........ Six Preludes and Fugues from the Well Tem- 
pered Clavichord. 
Italian Concerto. 
English Suites. 

Beethoven .... Sonatas, Op. 7, Op. 27, No. 2, Op. 28, eat 31, 
No. 3. 
Concerto No. 3 in C minor. 

Mendelssohn .. Rondo Capriccioso, Capriccio Brilliante, Op. 
22: 

Schumann .... Fantasy Pieces, Papillons. 
Novelties in F major, E major. 

Liszt ........ Hungarian Rhapsodies No. 6, No. 12. 
Liebestraume. 
Transcriptions from Schubert and Wagner. 


SPECIMEN EXAMINATION IN PIANO 


Explain the essentials of the piano action. 

Discuss the use of the three pedals of the grand piano. 
Name and describe the essential varieties of legato touch. 
Name and describe the essential varieties of staccato touch. 
Describe position of hand as taught by you, and give 
reasons. 

Outline a practice plan for a High School Junior one hour 
a day. 

Discuss interpretation ies the point of view of phrasing, 
of form and harmony. 

How do you advise students to memorize? 

How do you advise keeping up repertoire? 

What do you consider the ideals of a musician? 


Playing From Figured Bass 


Ir is only a little over one hundred years since the time 
when any organist or pianist worthy of the name was expected 
to take any figured bass and improvise an accompaniment ac- 
cording to the specifications of the figures. Of course, there 
are to-day thousands of musicians who could do this in a stum- 
bing manner. Again, it is always somewhat uncertain whether 
the accompaniment played from figured bass is ever just what 
the composer intended. On the whole, it is better for the com- 
poser to state in definite notes just what he wants and leave 
any latitude in interpretation to the taste of the performer. 

On the other hand, the ability to play freely from figured 
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bass was an art which did much to discipline the mind of the 
player. Some English Cathedral organists of the present day 
still practice it and it is said that their accompaniments from 
the old figured bass scores in the libraries of their music rooms 
are often far more beautiful than the accompaniments printed 
out in modern scores. Sir John Goss and James Turle were 
especially adept at this. 

Playing from figured bass should be a part of every course 
in Harmony. It affords a kind of drill in improvisation that 
cannot be secured in any other way. ‘This is said in spite of 
the fact that much of the best harmony teaching of the present 
day is often accomplished without recourse to the figured bass. 


The Rhythmic Brain 


Wuart is it which makes one melody “catch” and another 
melt away like April snowflakes? Surely it is not merely the 
variation in pitch. We have an idea that the brain retains 
rhythmic impressions far more readily than pitch impressions. 
Children pick up and remember the beat of a drum before they 
notice and remember tunes. The wild, helter-skelter of rhythms 
that rag time and “jazz” have tumbled into our lives may be a 
reflection of the times. 

That the brain thinks rhythmically is indicated by the 
ease with which we remember jingles. It accounts for our habit 
of saying 

“Thirty days hath September, 
April, June and November,” 


in order to remember a very simple fact. The writer has found 


from experiment that in learning foreign languages the 


rhythm of poetry is an aid in achieving fluency. This is espe- 
cially true in Italian, where the swing of verse promotes that 
rapidity of vocal action so necessary to smooth enunciation. 
Likewise in music. New rhythms strongly marked lead to 
a rapid advance in technical study. Taussig knew this, Mason 
knew this, Kullak knew this, and Joseffy knew this. They all 
taught it religiously. Philipp has written whole books on the 
principle. Like a splendid current, rhythm carries along 
the slow student as if by some overwhelming force. The dif- 
ferent patterns offer the student endless variety in his technical 
work. 


Unprofitable Publication 


A society, known as “The Society for the Publication of 
American Music,” has been organized to bring out music that 
is frankly unprofitable from the commercial standpoint. Very 
few coi posers realize that the business of the publisher is, first 
of all, to exist as a business institution, and that in order to do 
this it is necessary to have the income exceed the expenditure. 
This may be done with very cheap, trashy music, and again it 
may be done with very high-class music. The great firms of 
Peters, Novello, Enoch, Breitkopf and Hartel, Ricordi and 
others in Europe have developed into businesses quite as sub- 
stantial as that of any steel-monger or any bridge builder. 
Indeed, the longevity of a well-established, well-conducted 
music business, publishing high-class music such as the fore- 
going, is often very astonishing. But on the volume of business 
there must always be a margin of profit, otherwise the business, 
with all of its employees, copyrights, investments, to say noth- 
ing of its service to its customers, would come to an end. A 
publishing house might now and then publish a few unprofitable 
works, but if it publishes too many it will go down with these 
works like the drowning man with a millstone around his neck. 

There are certain forms of art works which appeal to so 
few people that the publisher hardly dares hazard their publi- 
cation. This, in America, applies to symphonies and to cham- 
ber music. The publication of a symphony or of a string 
quartet is expensive—often very expensive. The returns are 
likely to be so small that they are almost negligible. “The 
Society for the Publication of American Music,” organized 
and supported by a group of enthusiastic musicians, of whom 
William Burnet Tuthill has been the indispensable, self-sacrific- 


ing leader, proposes to publish a limited number of works that 
the average publisher would be afraid to put out. The plan is 
to issue these to the members virtually on the subscription basis 
—membership entitling the member to just so many issues. 
Professor Daniel Gregory Mason, of Columbia University, is 
actively interested in the movement, which he is convinced is 
most important in the artistic progress of America. <A non- 
money making, altruistic effort to give prominence to the works 
of American men and women who aspire to lofty aims is deserv-. 
ing of a large membership among real music lovers. 


Free Band Instruction 


Our Army, in its commendable efforts to improve the 
music of our bands, makes very alluring offers to young men 
to enter the service. Captain Arthur Clappé, who has charge 
of the Government Army Music School on Governor’s Island 
(that ‘picturesque little overture to New York City, located in 
the harbor just across from the Statue of Liberty), estimates 
that the value of the board, room and education of the music 
student in the Band School is at least $2,400.00 in the Gov- 
ernment School. Meanwhile, if the student is a sergeant, for 
instance, he is paid $1,056.00 as a bandsman. ‘Thus, instead 
of paying for his training in playing any of the band instru- 
ments he actually receives a value of about $3,456. The op- 
portunities for wind-instrument players in and out of the army 
are likely to be very great for years to come. Perhaps this 
editorial may reach the eyes of some student who is just now 
wondering how under the sun he is going to get a start in 
music without means! If so, write to Captain Clappé, who is 
known as one of the best band instructors in the country. The 
instructors in the school are of very high standard. During 
the war even so great a light as Percy Grainger taught in this 
Army Conservatory. 


Slow Justice 


SLow ty, the incomes of teachers are going up in different 
parts of the country. The Literary Digest has been conduct- 
ing a splendid campaign in its columns and through moving 
pictures must have made a fine impression uponthe public. Large 
cities like Philadelphia have made commendable raises, but on the 
whole the teacher is far from receiving a reward commensurate 
with the all-important service he renders to the State. How 
long will we Americans be stupid enough to pay high wages 
to the builders of buildings and neglect almost entirely the 
builders of the Nation of to-morrow. ‘There is an honorable 
estate in the work of the teacher, but honor is too cheaply 
bestowed. It is reported that the salary of a professor at the 
Paris Conservatory is only $480.00 a year. Consequently all of 
the teachers depend upon outside incomes from private pupils, 
etc. How can the Conservatory expect the best in a man with 
such a ridiculous wage? 


Courses in Community Music 


War-Born, Community Music has come into a very healthy 
growth and it is fine to see that colleges and groups all over the 
country are establishing courses to help teach others how to 
carry the great message of music to the people. The courses 
given by Community Service in New York under Kenneth Clarke 
(whose work during the war in camps here and abroad is only 
equaled by his more recent work in Americanization) are, per- 
haps, the best known in the country. Universities in the South 
are joining in the movement in fine manner. Mr. Paul J. 
Weaver, Director of Music at the University of North Carolina, 
has been preparing for a plan of propaganda through the South 
by means of lectures and demonstrations. Mr. Weaver is a 
finely equipped musician who will unquestionably do much to 
awaken every community he visits to the higher forces which 
only music can liberate. Let there be many like him and like 
his teacher, Prof. P. W. Dykema, of the University of Wiscon- 
sin. America will be better for such pioneers of constructive 


singing. 
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i BIOGRAPHICAL Notr.—Mary Garden was born in Aber- 
deen. Scotland, but came to America with her parents when 
she was eight years of age and was brought up in Chicopee, 
Mass. ; Hartford, Conn. ; and Chicago, Ill. She studied violin, 
piano and voice in Chicago and then went to Paris where she 

“THE modern opera singer cannot content herself 
merely with the ‘know how’ of singing. That is, she 
must be able to know so much more than the mere 
elemental facts of voice production that it would take 
volumes to give an intimation of the real requirements. 

“The girl who wants to sing in opera must have one 
thought and one thought only—‘what will contribute to 
my musical, histrionic and artistic success?’ 

“Unless the ‘career’ comes first there is not likely to 
be any ‘career.’ 

“I wonder if the public ever realizes what this sacri- 
fice means to an artiste—to a woman. 

“Of course, there are great 1ecompenses—the thrill 
that comes with artistic triumphs—the sensations that 
accompany achievement—who but the artist can know 
what this means?—the joy of bringing to life some 
great masterpiece? 

“Music manifests itself in children at a very early 
age. It is very rare indeed that it comes to the surface 
later in life. I was always musical. Only the media 
changed—-one time it was violin, then piano, then voice. 
The dolls of my sisters only annoyed me because I could 
not tolerate dolls. They seemed a waste of time to me, 
and when they had paper doils, I would go into the 
room when nobody was looking and cut the dolls’ heads 
off. I have never been able to account for my delight 
in doing this. 

“My father was musical. He wanted me to be a 
musician, but he had little thought at first of my being 
asinger. Accordingly, at eight I was possessed of a fiddle 
This meant more to me than all the dolls in the world. 
Oh, how I loved that violin, which I could make speak 
just by drawing a bow over it! There was something 
worth while. 

“T was only ‘as big as a minute,’ and, of course, as 
soon as I could play the routine things of de Beriot, 
variations and the like, I was considered one of those 
abominable things, ‘an infant prodigy.’ 

“T was brought out to play for friends and any mu- 
sical person who could stand it. Then I gave a con- 
cert, and my father saw the finger of destiny pointing 
to my career as a great violinist. 

“To me the finger of destiny pointed the other way, 
because I immediately sickened of the violin and 
dropped it forever. Yes, I could play now if I had to, 
but you probably wouldn’t want to hear me. 

“Ah, but I do play. I play every time I sing. The 
violin taught me the need for perfect intonation, flu- 
ency in execution, ever so many things. 

“Then came the piano. Here was a new artistic toy. 
I worked very hard with it. My sister and I went back 
to Aberdeen for a season of private school, and I kept 
up my piano until I could play acceptably many of the 
best-known compositions, Grieg, Chopin, etc. being 
my favorites. I was never a very fine pianist, under- 
stand me, but the piano unlocked the doors to thou- 
sands of musical treasure houses—admitted me to mu- 
sical literature through the main gate and has been of 
invaluable aid to me in my career. See my fingers, how 
long and thin they are—of course, I was a capable pian- 
ist—long, supple fingers, combined with my musical 
experience gained in viol'n playing, made that certain. 

“Then I dropped the piano. Dropped it at once. Its 
possibilities stood revealed before me, and they were not 
to be the limit of my ambitions, 

“For the girl who hopes to be an operatic ‘star’ there 
could be nothing better than a good drilling in violin 
or piano. The girl has no business to sing while she 
is yet a child—and she is that until she is sixteen or 
over. Better let her work hard getting a good general 
education and a good musical education. The voice will 


The “Know How’”’ in the Art of Singing 


An Interview Secured Expressly for THE ETUDE with the 


Famous Opera Prima Donna 


MARY GARDEN 


became a pupil of Trabedello, Chevallier and Fugére. At the 
Opera Comique she made a long series of successes, becom- 
ing particularly distinguished for her work in Charpentier’s 
Louise, which she sang over one hundred times. After tri- 
umphant appearances in Brussels and Paris, she made her 


keep, and it will be sweeter and fresher if it is not over- 
used in childhood. 

“Once, with my heart set upon becoming a singer, 
my father fortunately took me to Mrs. Robinson Duff, 
of Chicago. To her, my mentor to this day, I owe much 
of my vocal success. I was very young and very emo- 
tional, with a long pigtail down my back. At first the 
work did not enrapture me, for I could not see the use of 
spending so much time upon breathing. Now I realize 
what it did for me. 


MAry GARDEN 


“What should the girl starting singing avoid? First, 
let her avoid an incompetent teacher. There are teach- 
ers, for instance, who deliberately teach the ‘stroke of 
the glottis’ (coup de glotte). 

“What is the stroke of the glottis? The lips of the 
vocal cords in the larynx are pressed together so that 
the air becomes compressed behind them and instead of 
coming out in a steady, unimpeded stream, it causes a 
kind of explosion. Say the word ‘up’ in the throat very 
forcibly and you will get the right idea. 

“This is a most pernicious habit. Somehow, it crept 
into some phases of vocal teaching, and has remained. 
It leads to a constant irritation of the throat and ruin 
to the vocal organs. 

“When I went to Paris Mrs. Duff took me to many of 
the leading vocal teachers of the city, and said, ‘Now, 
Mary, I want you to use your own judgment in picking 
out a teacher, because if you don’t like the teacher you 
wi:l not succeed. 

“Thus we went around from studio to studio. One 
asked me to do this—to hum—to make funny, unnatu- 
ral noises, anything but sing. Finally, Trabedello, now 
retired to his country home, really asked me to sing 
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American début at the Manhattan Opera House in New York, 
November 25th, 1907, in Massenet’s Thais. Since 1910 she 
has been connected with many of the greatest successes of 
the Chicago Grand Opera Company.) 


in a normal, natural way, not as a freak. I said to 
myself, ‘This is the teacher for me.’ I could not have 
had a better one. 

“Look out for teachers with freak methods—ten to 
one they are making you one of their experiments. 
There is nothing that any voice teacher has ever found 
superior to giving simple scales and exercises sung 
upon the syllables Lah (ah, as in harbor), Leh (eh, as 
in they), Lee (ee, as in me). With a good teacher to 
keep watch over the breathing and the quality ‘what 
more can one have?’ 

“T have always believed in a great many scales and 
in a great deal of singing florid rdles in Italian. 
Italian is inimitable for the singer. The dulcet velvet- 
like character of the language gives something which 
nothing else can impart. It does not make any differ- 
ence whether you propose to sing in French, German, 
English, Russian or Soudanese, you will gain much 
from exercising in Italian. 

“Staccato practice is valuable. Here is an exercise 
which I take nearly every day of my life: 


“The staccato must be controlled from the diaphragm, 
however, and this comes only after a great deal of 
work. 

“Three-quarters of an hour a day practice suffices me. 
I find it injurious to practice too long. But I study for 
hours. Such a role. as ‘Aphrodite’ I take quietly and 
sing it over mentally time and time again without mak- 
ing a sound. I study the harmonies, the nuances, the 
phrasing, the breathing, so that when the time for 
singing it comes I know it and’do not waste my voice 
by going over it time and again, as some singers do. 
In the end I find that I know it better for this kind of 
study. 

“The study of acting has been a very personal mat- 
ter with me. I have never been through any courses 
of study, such as that given in dramatic schools. This 
may do for some people, but it would have been im- 
possible for me. There must be technic in all forms 
of art, but it has always seemed to me that acting was 
one of the arts in which the individual must make his 
own technic. I have seen many representatives of the 
schools of acting here and abroad. Sometimes their 
performances, based upon technical studies of the art, 
result in superb acting. Again, their work is altogether 
indifferent. Technic in acting is more likely to sup- 
press than to inspire. If acting is not inspired, it is 
nothing. I study the human emotions that would nat- 
urally underlie the scene in which I am placed—then I 
think what one would be most likely to do under such 
conditions. When the actual time of appearance on 
the stage, arrives, I forget all about this and make my- 
self the person of the role. 

“This is the Italian method rather than the French. 
There are, to my mind, no greater ,actors living than 
Duse and Zacchona, and they are both exponents of 
the natural method that I employ. 

“Great acting has always impressed me wonderfully. 
I went from Paris to London repeatedly to see Beer- 
bohm Tree in his best roles. Sir Herbert was not 
always uniformly fine, but he was a great actor and I 


learned much from watching him. Once I induced 


Debussy to make the trip to see him act. Debussy was 
delighted. 
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“Debussy! Ah, what a rare genius—my greatest 
friend in Art! Everything he wrote we went over 
together. He was a terribly exacting master. Few 
people in America realize what a transcendent pianist 
he was. The piano seemed to be thinking, feeling, 
vibrating while he was at the keyboard. Time and 
again we went over his principal works, note for note. 
Now and then he would stop and clasp his hands over 
his face in sudden silence, repeating, ‘It is all wrong— 
it is all wrong.” But he was too good a teacher to let 
it go at that. He could tell me exactly what was wrong 
and how to remedy it. When I first sang for him, at 
the time when they were about to produce Pelleas and 
Melisande at the Opera Comique, I thought that I had 
_not pleased him. But I learned later that he had said 
to M. Carré, the director: ‘Don’t look for anyone else.’ 
From that time he and his family became, my close 
friends. The fatalistic side of our meeting seemed to 
interest him very much. ‘To think,’ he used to say, 
‘that you were born in Aberdeen, Scotland, lived in 
America all those years and should come to Paris to 
create my ‘Melisande!’ 

“As I have said, Debussy was a gorgeous piowial: 
He could play with the greatest delicacy and could play 
in the leonine fashion of Rubinstein. He was familiar. 
with Beethoven, Bach, Handel and the classics, and 
was devoted to them. Wagner he could not abide.. He 
called him a ‘griffe papier—a scribbler. He thought 
that he had no importance in the world of music, and 
to mention Wagner to him was like waving a red flag 
before a bull. 

‘It is difficult to account for such an opinion. Wag- 
ner, to me, is the. great tone colorist, the master of 
orchestral wealth and dramatic intensity. Sometimes 
_I have been so Wagner-hungry that I have not known 
what to do. For years I went every year to Munich 
to see the wonderful performances at the Prinzregenten 
Theater. 

“In closing, let me say that it seems to me a great 
deal of the failure among young singers is that they 
are too impatient to acquire the ‘know how.’ They 
want to blossom out on the first night as great prima 
donnas, without any previous experience. How ridicu- 
lous this is! I worked for a whole year at the Opera 
Comique, at $100 a month, singing such a trying opera 
as Louise two and three times a week. When they 
raised me to $175 a month I thought that I. was rich, 
and when $400 a month came, my fortune had surely 
been made! All this time I was gaining precious ex- 
perience. It could not have come to me in any other 
way. As I have said, the natural school—the nat- 
ural school like that of the Italians—stuffed as it is 
with glorious red blood instead of the white bones of 
technic in the misunderstood sense, was the only pos- 
sible school for me. If our girls would only stop hop- 
ing to make a debut at $1,000 a night, and get down to 
real hard work, the results would come much quicker 
and there would be fewer broken hearts.” 


No, I Did Not ‘“‘Hate Her’ 


By May Hamilton Helm 


An “ad” for a certain brand of mechanical music 
asked in big type “Didn’t you hate her—that music 
teacher who took so much of your play time?” etc. 
The sum ‘of the argument (?) set forth was that as 
you couldn’t then play the great things, it was a waste 
of time to try to learn, since perhaps after all, you 
weren’t a genius and never would learn them, but that 
if you were too lazy to develop your own talent, you 
could buy the recorded efforts of others who had 
“wasted” their play time in becoming artists. 

To one teacher—‘Miss Lizzie” T. Smith—I owe an 
eternal debt of. gratitude for unfolding the portals of 
a paradise that, without her, I might never have entered. 
She wasn’t an “easy” teacher! To keep within sight 
of her ideals required cne’s best efforts, but as Arthur 
C. Benson said (of the poets’ teaching) she made the 
thing appear so desirable and beautiful, one was willing 
to do all the hard work necessary to attain it, . che 
phonograph is, as old-timers expressed it, a God’s 
blessing to those who, in those years of grace (from 
seven to twelve years of age), lacked opportunity to 
cultivate their own gifts, and in other articles I have 
urged parents and teachers to do all they can to “save 
the babies” in music, since no amount of music applied 
externally can take the place of that which springs 
from the depths of one’s own being. 

There is great consolation to true music lovers in 
the thought that real art— the joy of doing things beau- 
tifully—cannot be suppressed. Nature attends to that. 


THE ETUDE 


Summer Activities of the Music Teacher 


By Mrs. Noah Brandt 


TEACHERS and pupils, particularly the former, will 
find it very profitable to review their entire reper- 
toire during the summer months. By studying from 
the music any faults which may have unknowingly 
crept in will be discovered and the opportunity to im- 
prove and develop the conception is also of great 


‘value. 


At the close of each season teachers wishing to 
go to the seaside or to a summer resort should gather 
interested pupils, form a party, and devote there a few 
hours daily to different musical activities, such as 
afternoon musicales, musical history, etc. 

The teachers should, during the summer months, 
gather all concert programs performed by artists dur- 
ing the season and cull from them the compositions 
that appeal to them, pieces which may assist them 
in their work for the coming year. . 

A certain amount of time each day should be de- 
voted to complete relaxation from music and all other 
cares and responsibilities, as this insures a fresh mind 
and body for the coming season. 

Lectures and summer sessions at the different uni-, 
versities are fine for students who have not the means 
nor the time to study during the winter. This is so 
inexpensive as to be within the reach of nearly all 
students, 


Secure a graded catalog of new music, as it is nec- 
essary to keep abreast of the times. 
confine himself to the same works each season, as 
progression means success in music, as in every other 
walk in life. 

Ensemble music is a great recreation, and is in- 
valuable to both student and teacher. Secure a compe- 
tent violinist, and improve your sight reading during 
the summer. 

Teachers and students remaining in town, can take 
week-end trips to.the country, where music is. generally 
foremost among the recreations. Other days can be 
spent swimming, golfing, playing tennis, etc. 

Teachers too occupied to teach History of Music 
during the winter, can form classes for that purpose 
during the vacation. These sessions are better out in 
the open air, and can be held either at the park, across 
the bay, or in the woods, under the trees. Children, 


-especially enjoy a picnic, and if the History of Music 


is studied in this way, it becomes a pleasure as well 
as a study. 

Last, but not least, keep cheerful and mingle with 
as many artists as possible, as interchange-of ideas is 


a necessity, and one that cannot be depreciated. If you 


can do even a few of the things mentioned you will 
find yourself in a splendid frame of mind for the new 
season. 


Music and Mechanics 


By Allen Spencer 


THE problems confronting the piano teacher of to-day 
are of a deeper and more serious nature than those 
which existed even a decade ago. The constant study 
and experimental research of many of our modern 
virtuosi in the field of beauty and variety of tone and 
touch have developed and classified many movements 
and means of keyboard approach which the teacher of 
ten years ago left entirely out of his technical pro- 
cedure. Then, too, the teacher of to-day realizes that 
if the student is to have genuine musicianship, sensi- 
tive hearing and mental control, he—the teacher— 
must take the time, in the piano lesson, to see that the 
pupil thinks and hears correctly. It is no longer suf- 
ficient to recommend a teacher of Theory, however 
competent. These obligations, coupled with the un- 
fortunate prevalence of half-hour lessons, makes the 
duties of the teacher of advanced piano playing a com- 
bination of such system, speed and intensity as is de- 
manded of few men in any profession. 

The beginnings of technic have changed little for 
many years. The modern teacher knows how to do 
these things more quickly than of old, but the student 
cannot play the classics that he MUST study without 
definite finger control. 
for tona] variety and control must follow, else the 
pupil is excluded from the fascinating field of experi- 
ment of how to express his own feeling for musical 


beauty. He must be made to understand, from the 


first, that he is never to play for himself, but that it 
is his duty and responsibility to catch the mood and 
idea that inspired the master-works he so loves, and 
to translate them into such simple and direct terms of 
musical beauty that no audience can fail to feel them 
with him. 

There is no form of keyboard approach, however 
extreme, which has been made the basis for some so- 
called “Method” that is not worthy of serious study. 
Rotary movements, arm weight, finger pressure, finger 
and wrist attacks at various angles, upper arm and 
shoulder movements, playing with high or low wrist, 
key surface or key bed sensations—all are beneficial 
and add to the tonal vocabulary of the student. 

The use of the three pedals, with which our modern 
grand piano is equipped, has become as much a part 


After this is gained, the work 


of technical training as was the scales in days of yore. 
Particularly is this true of the “Sostenuto” pedal, which 
is only beginning to be understood and valued by 


pianists. 


It can be said, both truthfully and thank fully, that 


piano playing has lost much of its austerity in recent 
years. 


In the past it was hardly good form for a 
pianist to move his audience to tears, as—for instance— 
Bauer frequently does to-day. This was the province 
of singers and violinists. This letting down of emo- 
tional bars has had an immediate response from the 
music-loving public, and piano playing was never so 
popular as now. Hence the modern piano teacher must 
realize that emotional beauty and the foundation there; 
for have become a part of his daily task. 

This sort of study does not mean, in any case, that 
an easier or less disciplinary form of technical mastery 
is suggested. On the contrary, it was never so neces- 
sary that severe, concentrated work be given to the 
training of the pianist’s hand as it is at the present time. 
In the epoch of piano teaching which, happily, has 
nearly passed, technic and music were kept well sepa- 
rated. There were supposed to be a number of years 


of mechanical training, only, which were to be fol-. 


lowed—some time in the dim and hazy future—by the 
study of music and the art of its expression. Many an 
earnest and talented student has become so enamored 
with his first period of study that he has forgotten 
the second, and ended his career without one glimpse 
into. the promised land of musical beauty. We all need 
“more technic,” and should never cease to work for it; 
but life is soon over and the works of the masters are 
inexhaustible. If music and mechanics are not treated 
as separate things, but are made one and dissoluble 
from the beginning, there is then a chance that the 
pianist may absorb a few of these master-works well 
enough to attempt to translate a few of their mystic 
and: wonderful beauties to others. 

It is this problem that the modern piano teacher is 
seeking to dissolve—with what success the next genera- 
tion must decide. 

(From an address made at the convention of the 
presidents and past presidents of State and National 
Music Teachers’ Associations.) 


Why Use the Letter “C” in + Time? 
By Maud H. Wimpenny 


It seems to the writer that the letter C for common 
time could well be dispensed with in these times of 
simplifying speech, etc. Why bother the child student 
with the letter C at all? Would not ~ answer every 
lb Ge In our catechisms of music we are taught 
that 2 is also common time, and yet one never sees 
the sign C prefacing % ; time as in the case of $time. 


Is one term more explanatory than the other? If 
anyone can write a reason for keeping the letter C at 
all for common time, I would like to know it. I find 
it much easier to teach 4 whenever Pept that is 
when that letter C does not ate in,” to use a slang 
expression. 


No teacher should . 


THE ETUDE 


ere. goneeen Te sieeee eaege Pinas 
ar 
ty 


JULY 1920 Page 441 


‘THE pedal is the most wonderful feature of the mod- 
ern piano; it is also the one that is least understood 
by the ordinary player. Notwithstanding the many 
excellent books written upon the subject, the average 
player seems absolutely ignorant of the fundamental 
principles of sound pedaling, if one may judge by the 
atrocious way in which he handles—or foots—the pedal. 
The reason for this ignorance has puzzled the writer 
for many years. Every well educated teacher is sup- 
posed to know how to use the pedal and to be able to 
impart the knowledge to his pupils; these teachers need 
no help. There are many other teachers, however, who 
live remote from large music centers and have not 
been able to obtain the education, experience and oppor- 
tunity that have come to their more fortunate fellow 
musicians. These music teachers are honest and con- 
scientious. They are anxious to do the best work that 
in them lies. The desire to help these struggling ones 
is the only apology that the writer has to offer for 
another article upon a time-worn theme. ! 

The best pianos of to-day have three pedals. Of 
these, the one at the left—called the “una corda” or soft 
pedal—reduces the volume of the tone and also modi- 
fles its quality. This is accomplished in grand pianos by 
shifting the action to the right, so that every hammer 
strikes only two strings of its unison instead of three 
In upright pianos the soft pedal moves the hammers 
nearer to the strings, so that the same touch produces 
less force and consequently less tone. The middle 
pedal—when there is one—is called the “sostenuto” or 
tone sustaining pedal. It sustains such tones as are 
produced by keys that are held down at the moment it 
is pressed, but does not affect those that are played 
later while it is still down. The right hand pedal is 
often called the “loud pedal.” I have even heard 
pupils refer to it as the “hard pedal.” Both of these 
terms are incorrect; its proper name is the damper 
pedal, and it is with this pedal that the present article 
has to do. 

Resting upon each string is a little cushion of felt, 
called the damper. When a piano key is depressed the 
damper rises, allowing the string to vibrate when 
struck by the hammer. When the piano key rises the 
damper drops back and stops the tone. When the pedal 
is depressed all the dampers are raised, leaving the 
strings free to vibrate until the pedal is released, when 
the dampers drop back and stop the vibration. The 
function of the damper pedal is two-fold: it pro- 
longs tones after the fingers have been removed from 
the keys, thus making possible effects that could not be 
attained with one pair of hands. Its other and least 
understood function is that of coloring tone. How 
it does this requires explanation. Every string, when 
set into vibration gives out a tone, the pitch of which 
depends upon the length of the string and the rapidity 
of its vibration. While the string is vibrating as a 
whole, it divides itself into segments, each of which 
vibrates at a different rate of speed from that of the 
entire string. These vibrating segments give rise to 
a series of tones called overtones or harmonics. The 
overtones of the note C 


are these: 


2 on te 
————— 


The following experiment will make these overtones 
audible. Put down this C 


so gently that no sound is heard. While holding this 
key down, strike forcibly the next C above, and allow 


What Every Piano Student Should 
Know About Pedaling 


By PERLEE V. JERVIS 


the latter to rise immediately after striking. The 
overtone of the key which is being held down will be 
set into sympathetic vibration, and will be distinctly 
audible. Still holding the low C, play in succession 
G, C, E. G. B flat, allowing each tone to die away 
before striking the next key. Finally, play this chord 


- 
when the full harmony will be heard from the single 
string. Notice that in each instance the pitch is that 
of the keys struck, while the tone is produced by the 
vibration of the string whose key is being held down. 
To prove this, release the held key, when the tone will 
at once cease. When any string is struck and all the 
dampers are raised by the pedal the overtones of the 
other strings vibrate sympathetically, and the tone 
takes on a different color. To realize this, play middle 
C, and while holding it down listen carefully to the 
tone. Now put down the pedal and play the key again, 
when a difference in tone color, sonority and singing 
quality will be apparent. These experiments will throw 
a light upon some of the possibilities of the pedal, the 
study of which is most fascinating but too complex to 
be elaborated here. In the hands of a master like 
Paderewski the pedal produces most ravishing tone 
effects; even the amateur who understands the prin- 
ciples of pedaling can have at his command many 
beautiful tone combinations and colorings. Unfortu- 
nately, to many amateurs the pedal is a sealed book; 
their rule seems to be to put it down at every conceiv- 
able and unconceivable opportunity. 

While good pedaling is entirely a question of ear, 
yet, as it is largely dependent upon accuracy of foot 
movements, the study should begin with these. To 
secure properly timed pressure and release of the 
pedal practice the following exercise: 
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Count slowly: one and two, three, four. At “and,” with 
a quick movement of the foot—using the ankle joint as 
a pivot—press down the pedal, hold it through counts 
two, three and four, and release it exactly at count 
one of the second measure. Play the other measures in 
the same way, repeating the exercise many times till 
perfectly timed movements are secured. Make quick 
up and down movements and never allow the heel to 
rise from the floor, or the foot to be lifted off the pedal 
bar. Next study this exercise at the keyboard: 


Close all the fingers except the second into the palm 
of the hand, thus making a fist. With the second finger 
—which is to be used throughout the exercise—play C 
at count cne; at count two release the key quickly, al- 
lowing it to remain up through counts three and four. At 
count one of the second measure play as before and 
repeat the exercise until the movements become per- 
fectly accurate. Practice with each finger in succession, 
using first the right hand, then the left, taking one finger 
through the entire exercise before changing to the next. 

When perfectly timed foot and hand movements have 
been secured separately they should be combined as 
follows: 


‘The notes on the staff represent the movements of 


the hand, those beneath the staff the movements of the 
foot. At count one play the note; at “and” put down 


the pedal; at count two release the key, holding the 
pedal through counts two, three and four and releasing 
it exactly at count one of the second measure. Ob-. 
serve the rests strictly, particularly in every alternate 
measure. Pressing down the pedal after the key is 
struck is called “pedal syncopation.” Having analyzed 
the movements separately, it only remains to unite them 
properly and thus secure a perfect legato by means of 
the pedal. This exercise may now be studied: 3 


gli Pe a ee Ly 
eo a i a 

As in all previous exercises, play the note at count 
one, at “and” put down the pedal; at count two, let 
the key rise, but keep the pedal down through counts 
two, three and four, releasing it at count one of the 
second measure at the instant D is played. If the pedal - 
is raised at exactly the right instant there will be a per- 
fect legato connection between C and D. If it is re- 
leased too soon there will be a break between the tones; 
if it is held down an instant too long the tones will 
lap over and a blur result. When a perfect connection 
can be made between the first two tones, continue in the 
same way through the entire exercise. Do not leave 
this exercise till it can be played perfectly. 

Just at this point the writer would call attention to 
a principle in pedaling, which, so far as he knows, has 
not been alluded to in works on the subject. Diatonic 
or harmonic figures like the following are very com- 
mon to all compositions: 


9 
f.a \ 
‘e@ 

If. these are pedaled as in the exercises just studied, a 
blur arises which it is impossible to avoid. In all such 
figures the pedal should be taken after the first note 
and held down till the third. If it is released at the 
exact instant the latter is played the slight blur gets 
by, so to speak, so quickly that the ear does not detect - 


it. To become familiar with this principle practice the 
following: 


Do not leave this and the previous exercise till they 
can be played perfectly. Then take up this one finger 
pedal study by Dr. Mason, found in book 4 of his 
“Touch and Technic”: 


| 
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Practice first the middle line alone, making the con- - 
nection with the pedal, and at the measures marked X 
pedal as in the previous exercise. When the melody 
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can be connected without the slightest blur study the 
entire exercise without the pedal. Finally, go through 
the etude, making the melody connection with the pedal 
as when the middle line was played alone. Dr. Mason's 
directions follow: “This exercise is for the purpose of 
acquiring a true musical legato effect by means of the 
damper pedal. It is to be played with one finger 
throughout. First play it with the right hand, and take 
in turn the second, third, fourth and fifth fingers. Then 
go thrcugh the same process with the left hand. Use 
the down arm touch—see Part 1 of ‘Touch and Tech- 
nic, page 6. Keep the hand and arm in as limp a con- 
dition as possible. Play the melody with expression 
and make it perfectly legato by means of the damper 
pedal. The ‘una corda’ pedal may also be used in addi- 
tion, at the option of the player. This, however, will 
depend largely upon the instrument, as regards the 
musical quality of tone and the effect of which it is 
capable. The pedal is one of the most wonderful 
features of the pianoforte, and beautiful effects can be 


produced by the pedals used separately or in combi-. 


nation. No definite and infallible rules can be laid 
down for these, but the student must learn to listen 
intently and thus cultivate and develop a discrimination 
as to true musical effects. A pure musical legato can 
only be accomplished through the sense of hearing. 
The melody must predominate and be heard distinctly, 
but not unduly and out of proportion. The full chord 
must be heard at the close and left to fade gradually 
away.” 

This etude may be followed by Dr. Mason’s pedal 
study on Home, Sweet Home, in book 4, “Touch and 
Technic,” which is also published in sheet form. It is 
an excellent plan then to take up the study of some 


piece for the left hand alone, as compositions of this . 


kind depend for their effect largely upon a skillful use 
of the pedal. An easy left-hand piece is Krogmann’s 
Waltz, Op. 81. Zichy’s charming Valse d’ Adele is a 
composition of moderate difficulty; Joseffy’s clever 
arrangement of the Gavotte in E, by Bach, is more dif- 
ficult, as is also the Nocturne, by Scriabine, and the 
well-known Lucia Sextette of Leschetizky. 

When through the foregoing studies the pupil has 
acquired a good working knowledge of pedaling, he 
may apply it in his playing. In doing this he should 
first determine the purpose for which the pedal is to 
be used, and never employ it without having a definite 
end in view. The pedal may be used: 


1. To sustain a bass tone till the chord belonging 
to it is heard, as in the popular E flat Nocturne by 
Chopin. 

2. To sustain a melody tone while the hands play a 
figuration above or below it, as in Gottschalk’s Last 
Hope. 

3. To sustain a harmonic passage underneath a 
melody, as in the D flat Etude of Liszt. 

4. To connect chords and melody tones. 

5. To color tones by the addition of their harmonics. 

6. To produce special pedal effects. 


These latter are a fascinating study, and while simple 
in principle are difficult to explain in print. The ca- 
denza in the 3lst measure of the Paderewski Minuet is 
a simple example. The pedal is put down at the begin- 
ning of the passage and held for one or two counts 
after the final note D is played. The pedal is then 
released, the D being meanwhile held with the finger. 
When all the tones are thus stopped and the D thrown 
into relief the pedal is again pressed down and, as it 
catches D, the hand is taken up, the tone still continu- 
ing to be sustained by the pedal. This is an effect that 
is very frequently made by the great artists. Another 
example is this from the Kamennoi Ostrow, by Rubin- 
stein: 


Put down the pedal after the low C sharp and hold 


it to the end of the measure. While the pedal is sus- 
taining the arpeggio press down the C sharp of the sec- 
ond measure so gently that no tone is produced, hold 
the key and raise the pedal. All the tones will cease 
except the C sharp, which will sing in—what appears 
to the listener—an unaccountable manner. Now, while 


still holding the key, press the damper pedal, and, with 
the soft pedal down, play the second measure pianis- 
simo. This is a beautiful effect and one that is easily 
made. 

Some wonderful effects can be produced by what is 
called the “half pedal.” Half pedaling depends for its 
effect upon the fact that vibrating strings in the upper 
part of the piano have less sustaining power than those 
in the bass. An example will make the principle of the 
half pedal clear. With the pedal down, play the chord 
of D flat on the upper part of the keyboard. 

Now raise and lower the pedal a few times very 
quickly in the manner of a trill and notice how the 
tone diminishes till it ceases. Next play the lowest 
D flat on the keyboard and trill with the pedal in the 
same way. At the end of a‘few pedal movements quite 
a full tone will still be audible. Now play this: 


With a few quick pedal movements the chord can be 
completely cut off while the bass still continues to 
sound. By a skillful application of the half pedal won- 


Technic or No Technic. 
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derful effects can be produced; the player by experi- 
menting can originate many novel ones. Much will be 
learned by studying the pedaling of the great concert 
pianists, Bauer, Hofmann, Gabrilowitsch and others. 

By this time the student should be so familiar with 
the principles of pedaling that he will be independent 
of pedal marks in his pieces. No attention should be 
paid to these. Good pedaling is a question of ear. 
The pedal marks in most pieces are very inaccurate. 
Dr. Mason says: “No possible mark can be contrived 
for this purpose which will infallibly direct the player 
to the precise moment when the pedal should be taken 
or discontinued. Therefore, the student must dili- 
gently study the various examples given, and having 
thus learned certain typical uses of the mechanism 
give attention to pedal effects in all pieces which, he 
may have to practice. The ear is always the best moni- 
tor and guide.” 

In conclusion it may be said that pedal study should 
be commenced even with young children at the first les- 
son, or as soon as possible thereafter, and continued 
till pedaling becomes almost a subconscious process. 
The writer is accustomed to begin the study with pupils 
while they are learning notation and the other funda- 
mentals of music. All the exercises in this article 
can be given the pupil by rote before he has even 
learned the letter names of the notes; the study can be 
made very interesting, and at the end of the first year 
or so pedaling—particularly if the pupil be musical— 
may become a process almost as wumnconscious as 
breathing. 


Which ? 


By. Mathilde Bilbro 


A TRYING problem for the teacher of music is the 
pupil who “knows it all.” For example, take Mary, a 
girl of sixteen, who once came to me from a near-by 
town for lessons. Mary had studied music for years, 
and should have been well advanced. Opening her 
folio when she came for her first lesson, she asked 
complacently what piece she should play. I wished to 
see only the technical development of her hands, so I 
laid aside the pieces, and told her to play one or two 
scales. 

“Scales!” she exclaimed. “Why, I haven’t played 
one in years. I finished with THEM long ago!” 

“You are fortunate,” I replied, much amused. “I 
haven’t yet finished with mine, and I don’t think Josef 
Hofmann is through with his—or Paderewski.” 

The girl looked her astonishment; but in spite of 
her reluctance I insisted upon her trying the C major 
scale. She smeared through it with weak, lifeless fin- 
gers, blurring the disjointed effect by the liberal use of 
the pedal. Not a tone was clear. 

I glanced through the collection of pieces she had 
brought, all of them of the “sugary” type, embroid- 
ered with showy, insipid runs, but of no technical 
value—the stuff that can be played easily by untrained 
hands. 

Mary wanted to play one of these for me, but I told 
her not to trouble about it, as the scale had been suf- 


ficient. I then asked her what studies she had been 
using. 
“StupiEs!” Again she was astonished. She hadn’t 


“used them for two years.” She “used to have a Heller 
and a Czerny book; they were somewhere at home.” 
Next came a theory test. It didn’t go far. A tonic 
chord and Sanskrit were all the same to Mary. Evi- 
dently theory was of no importance; it was only 
“piano” she wished to study; but I quietly dismissed 
this idea, making it clear that all pupils of mine must 
study theory. 

I saw at once that Mary had a most exaggerated 
opinion of her musical ability, thinking herself quite 
far advanced because she could “bluff” her way through 
a few simple fifth grade “pieces.” Technic, theory, in- 
terpretation were meaningless words to her. Patiently 
I tried to explain that mere reading was only a starting 
point. “You might be able to read a Beethoven So- 
nata,” I told her, “when you could not really execute a 
Czerny finger study.” 

It was water on a duck’s back. 

I started her with some much-needed technical work, 
and told her to bring the Heller and Czerny at her 
next lesson. 3 

For a month Mary showed no improvement, evidently 
slighting the technical work. Her hands were still life- 


less and flaccid. I was debating with myself whether 
I should give the girl up as hopeless, or make another 
month’s effort to appeal to her intelligence, when the 
saving incident occurred which taught Mary her needed 
lesson. She conceived a great friendship and admira- 
tion for Claire, who was one of my best students. 
Claire had always worked well, and consequently 
played with much admired ease and ability. Mary was 
quite as good a reader, but Claire’s execution was 
too far superior to admit of comparison. 


The Real Test 


One day Mary asked me if she and Claire might play 
a duet at one of the Saturday class lessons. Girls who 
are chums love to play duets together. I considered, and 
then I told her yes; she and Claire might play Kow- 
alski’s Hungarian March, if she felt sure that she could 
play with Claire. Mary was quite sure. 

“Come in and try it over for me on Friday,” I 
added, for I knew what was going to happen. 

They came. Mary had t.ken the treble part. 

“We must go slow, because it tires my hands,” said 
Mary. 

“Not too slow, or you will tire the audience,” I 
replied, setting the correct tempo. 

They started out bravely, but all too soon Mary’s 
fingers and wrists began to “cave in.” On the Iast 
page she broke down completely, crying out with vex- 
ation that she couldn’t play those chords and runs so 
fast. 

I changed them, giving Mary the bass part, which 
is a little less taxing, though requiring good technic. 
Again she failed utterly, leaving Claire playing alone. 
The lesson sank in. Mary was pale with humiliation, 
and, needless to say, they did not play the duet for 
the Saturday class. 

At Mary’s next lesson she asked me in quite a sub- 
dued manner when she could “play like Claire’ if she 
did her work well. | 

I talked to her encouragingly, explaining that Claire’s 
good technic was the result of faithful practice. “Prac- 
tice only what I give you, Mary, and do that well,” 
I told her. “Let the pieces alone, and educate your 
hands by exercises. ‘It is now October. Work regu- 
larly and thoughtfully, and next July you will have 
new hands.” 

I did not promise that in nine months Mary would 
“play like Claire.” Claire had worked hard for years. 

“But ll forget all my pieces!” said Mary in dismay. 

“Never mind that, dear,’ I reassured her. “Next 
summer you'll be glad you’ve forgotten them, and you'll 
be ready to play something better.” 

I had no more trouble with Mary after she learned 
the wholesome lesson that “she had much to learn.” 
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, will alleviate or prevent these ills. 


VHE KTUDE 


Cart W. GRIMM 


JAMES H. ROGERS 


MATERIA medica contains no remedy for either sea- 
sickness or stage fright. 

A fortune awaits the discoverer of nostrums that 
Now, having to 
do with the latter ailment—for nervousness in pub- 


‘lic performance, concerning which I have been asked 


by the Editor of Tue Erupe to discourse briefly, is 
stage-fright, pure and simple—the question is, what 
causes it? The symptoms are sufficiently obvious. The 
performer, proficient enough in whatever he essays 
to do so long as he has no listeners, loses his head 
directly he is confronted by a sea of faces below his 
uneasy point of vantage. He falters, he stumbles. If 
he is a pianist (we will speak more particularly of 
pianists) his fingers all become thumbs; his wrist and 
forearm have about as much suppleness as Mr. Babe 
Ruth’s home-run-getting baseball bat. 

The mind refuses to concentrate. By sheer luck 
the final chord may be reached without actual stop- 
page, but it has been a bad quarter of an hour for 
player and hearers. 

What’s the matter? Nerves, self-consciousness. It 
is easy enough to diagnose the case. What’s to be 
done about it? 

Well, I'll submit a couple of suggestions for what- 
ever they may be worth. 

In the first place, it must be borne in mind that 
repose is an absolute essential. Just in proportion 
that there is fear of failure repose will be absent. 

All great artists have repose in action. Many of them 
will tell you that they are always nervous just before a 
public performance. 

I think “nervousness” is not the word that suits the 
case. They are stimulated, maybe excited, but they 
know very well what they can do. 
say, “keyed up;” that’s all. 

The nervousness of amateurs is another matter, and 
that is what we are talking about. As first aid, I 
recommend playing only music that is well within 
the powers of the performer. “~° course, you say; 
no sensible person would thin! +> eoing otherwise. 
Wait a minute. It is all a questior 4. margin. How 
far within your power does this music lie? (I am 
addressing now the party of the trst part, to wit, 
the nervous young pianist). Let me suppose a case: 
The last time you played in public you tackled, let us 
say, the Chopin 4 flat polonaise, entailing thereby 
serious discomfort to yourself and to your audience, 
and with artistic results less than negligible—if such 
a thing were possible. Now, yer say to yourself, 
(we will imagine): “I know that piece; every note of 


JoHN OrTH 


teacher encounters nervousness 1m some form. 
Playing,” a method he uses with many of his virtuoso pupils in Europe. 
the real nerve remedies are not tonics, or medicines, but fresh air, abundant rest, regular habits and the right food. 


They are, as we 
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The Best Remedy I Have Ever Found for Nervous- 
ness in Public Performance 


THE ETUDE invited a group of well-known teachers to give us their opinions upon this subject. Of course, every 
Senor Alberto Jonas recounts, in “Great Pianists Upon Piano 
The best modern physicians know that 


it; I can play it; this I know, for I have played it time 
and again without a slip. The only trouble is that 
I can’t do it as well when people are around. All 
I need is to get rid of this nervousness.” 

Quite so. Put it this way: you are handicapped 
when you play the A flat polonaise by having a lot 
of people listening to you. Very good. Now turn 
that around. You are handicapped when you are 
playing for a lot of people by having to play the A 
flat polonaise. Revolve that proposition in your mind 
a while. What’s the answer’ Play something easier; 
a whole lot easier. Until you do this you will not 
get anywhere. 

But you want people to think that you are a whirl- 
wind of a player, and that can’t be done with little 
pieces of Grieg or MacDowell. This, brings me to 
my secondly, which shall be my lastly. 

It is quite true that people Ike to be dazzled now 
and then by virtuosity. But in the main, if so be 
they are music lovers, music is what they want to 
hear. Don’t exploit yourself so much, Mr. or Miss 
Terrified Amateur (as W. S. Gilbert has it); exploit 
the music. Play clearly, expressively, round off your 
phrases, and mind your step—by which I riean your 
touch. Listen to what you are doing. How does it 
sound? That’s what music is—sound. That it should 
also be agreeable sound is something pianists are prone 
to forget. 

And—here is where the mental exercise comes in— 
put your mind on the music, and forget about your- 
self. That will take a bit of practice, but it can be 
done. But it can’t be done, and here is the crux of 
the whole matter, unless you allow a margin liberal 
to the point of munificence to cover the difference 
between what you can do, usually, when you are alone, 
and what you can do, always, in public. 


JOHN ORTH 


Do I know anything about nervousness? 

Well, I should say that I did. I wonder if I am not 
about the worst case on record. Just think of a young 
fellow eighteen years of age going into a music store 
to buy Chopin’s Fantasy Impromptu in C Minor, 
Opus 66, and breaking out into a cold sweat all over 
while standing at the counter. This is one of the 
times, you see, which made a lasting impression upon 
me, so much so that I not only remember the occa- 
sion but the very piece I ordered on that day. 

Self-consciousness, you say. Yes, I knew that, and 
heard it lots of times, but what good did it do. Big 
words don’t help you when you're in trouble. So I 
went on, year after year, haunted by this miserable 
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thing, and all that saved me was my determination to 
conquer, if possible. 


I always had an idea that some way, somehow, I 
would be able to win out—that I would be victorious 
in the end—that I would gain the strength to conquer 
the enemy. I remembers what a condition I was in on 
my way to the Pruefung, or commencement exercises, 
in Stuttgart, a few years after the Chopin episode. 
Such distress! I thought every minute would be 
the last—and the next minute I wished it had been! 
I pulled through alive because I practiced my con¢erto 
so much that my fingers knew what to do, even if 
I had no real control either over them or over myself. 
They knew the road so well, had traveled it so often 
that they went along like any good horse that will 
find its way home even if the driver, for some reason 
or other, is not master of the situation. 


On my way to this Pruefung, or commencement, 
I stopped at a grocery store, thinking that some raw 
eggs would brace me up for the occasion, but it was 
all the same—no use; they did no good. I did not 
realize at the time, though, what good company 
I was in, for just think of such musical giants as 
Chopin, Henselt, Kullak and Moszkowski, not to men- 
tion a host of lesser lights, being the victims of 
nerves, the slaves of the same old bugbear—fear. 

Kullak told me once that he played in public until 
he was about thirty, but then he had to give it up. 
The strain was too great. How well I remember 
Moszkowski playing the last movement of Chopin’s 
F Minor Concerto to Kullak. You know what a 
speedy movement it is. Moszkowski began mod- 
erately enough, but soon got to going faster and 
faster, so that about the middle of the movement 
Kullak called out, “Hey, there, Moszkowski! Hold 
your horses, or. youll go to smash!” He was nerv- 
ous, you see. 

Henselt was the shyest of any of these four, for 
the others did not infrequently appear in private 
before their friends, but Henselt was almost never 
heard. From all accounts one would think that most 
of those who heard Henselt play did so on the sly 
by hanging about his house until the sp‘rit moved 
him to the piano, when he had no idea anyone was 
listening. Chopin said an audience appeared to him 
like a monster before which the ordeal was too great 
for him to attempt to appear. 

Doesn’t it seem too bad that so much that was in- 
spiring and uplifting should have been lost to the 
world in this way? But such is the case. 

Now—I hear you say—what is the antidote? 
I'll tell you right straight out. 


Well 
I owe my deliverance, 
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as far as I can figure it out, to just three sources, 
viz.. New Thought, Christian Science and the Bible. 


Of course, the Bible is the whole store, anyway. 
All I can say is that through “New Thought” and 
Christian Science there came to me the kind of light 
which was necessary for me to gain a deeper under- 
standing of the Bible—the knowledge how 10 make its 
precepts more and more practical in the everyday 
affairs of life. When I say “practical” I mean PRAC- 
TICAL, helpful and useful in every day.and every 
hour of the day, and I feel like-adding, especially at 
the piano. 


I sometimes say to my pupils: “You must soak in 
the atmosphere of New Thought optimism—not just 
take a bath, then jump out and forget all about it.” 


CARL W. GRIMM 


A TRULY normal and healthy person never thinks 
of his nerves. If your nervousness is due to poor 
health, then it is very important for you to consult 
a doctor. You can preserve good hez'th py taking 
plenty of outdoor exercise, sufficient amount of sleep, 
proper food, entertaining good and noble thoughts; 
all of which will produce a happy state of mind. 


Many a case of “nervousness” is merely acquired 
by listening to the erratic talk of someone who thinks 
it is good form to have “a case of nerves.” Shun 
such a person as you would a contagious disease. 


A certain amount of anxiety or excitement per- 
meating a player when performing in public seems 
to be inseparable from an artistic personality, for 
without it the performance would be cold and life- 
less. But it does not mean that on this account you 
should lose control of yourself. 


Players who have been trained when young to play 
often at pupils’ recitals or informal gatherings al- 
ways perform with greater ease than those who have 
not had such early training. As a rule, young pupils 
play with more unconcern than advanced students. 
Do not imagine that beginners play with more ease 
because their pieces seem simple to you; for them 
their pieces require as much effort as difficult ones 
for you. Young players feel no responsibility and 
delight to “show off.” More advanced players be- 
come too self-conscious.and self-critical. We all 
know that accidents are liable to happen, but why 
should we torture ourselves with the thought of the 
possibility of them? Do not entertain thoughts of 
fear. 


For older students it is sheer determination, will 
power, concentration and mastery of self that will 
Overcome nervousness. In order to conquer: this 
nervousness play for friends in the home. circle as 
often as possible. No matter how you may dislike 
doing so here is the best training school for public 
performances. 
solid technical skill, have prepared your music prop- 
erly and memorized it thoroughly before attempting 
to play it without the notes before you. You must 


be able to play the music without a flaw when by. 


yourself. Often when we play for ourselves we are 
apt to be less critical than when playing for others. 
Only by having ‘learned your pieces thoroughly can 
you have confidence in yourself. Never practice up 
to the last minute before a public performance, give 
yourself a rest for at least half a day, and do not 
fret about the coming performance. And when the 
time arrives for playing do not think of yourself, but 
of the music. Be so absorbed in what you are doing 
that no other thoughts can creep in. 


Never permit your mind to drift. More often it 
is not the nerves that need control but the mind. 
And before you start to play take a long, deep breath, 
and continue to breathe properly. Have you ever 
noticed that nervous people are always out of breath? 


Now I will give an account of an actual occur- 
rence, to show how sheer imagination created the 
spirit of confidence. I had a pupil, a young lady, who 
feared that she would become nervous while playing 
at a concert. Fortunately, her brother was a drug- 
gist. She intimated to him that she confidently be- 
lieved he could find some medicine in his store which 
would maké her storm-proof against all nervousness. 


Being very obliging, he agreed to prepare a mixture 
for her. He gave her a little fancy bottle. He told 
her to inhale the contents frequently and long; fur- 
ther, it being a very sweet but strong medicine, she 
must merely allow her tongue to touch it occasion- 
ally—she might swallow just a drop at a time. As 
a secret concoction, she should not allow anyone 
else to touch or taste it. She kept the bottle for her- 
self, and was so sure of its infallibility that she never 


We assume that you have gained a- 


imagined for a moment that she would be possessed 
of stage-fright. It certainly worked wonders. Be- 
cause it happened so long ago I can now safely reveal 
the secret of the ingredients of this wonderful little bot- 
tle. It contained merely sugar water, spiced with a 
few drops of an invigorating perfume. 


The magic, however, was worked by the young lady 
breathing deeply and saturating her mind with im- 
plicit confidence of success. This, after all, is the 
best remedy for nervousness I know of. 


J. LAWRENCE ERB 


“NERVOUSNESS” may usually be classified in two 
ways, either as “stage-fright,” a temporary interfer- 
ence with the normal functions of the brain and nerv- 
ous system, due to unfamiliar surroundings and con- 
ditions, or as a logical condition—often similar in its 
manifestations to stage-fright—due to a lack of proper 
preparation or to a realization or fancy that the task 
undertaken is too <ifficult for adequate performance. 
If we add to these two subjective causes of nervous- 
ness the entirely futile and unnecessary, panic produced 
by dwelling overmuch upon thegoctasion and magni- 
fying its importance, we have about exhausted the list 
of normal reasons for stage- -fright. 


The diagnosis of the case generally suggests the 
remedy. In the first case, and as a general principle, 
more frequently appearing before other people is the 
sine qua non, This is managed in several ways. 
First, the class-lesson, whenever possible, is an asset 
of highest value for many reasons, but particularly 
because it serves to replace self-consciousness by self- 
forgetfulness. A person overcomes self-consciousness 
before people by mingling with them in small or large 
groups and learning to feel at home with them. The 
class-lesson is a step in the right direction; the next 
step is frequent studio recitals, confined largely or 
entirely to students, in which students of all grades 
take part. In this way the nervous pupil has an op- 
portunity to compare and acquire a measure of self- 
assurance. 
be asked to appear before a public audience; but th’s 
means will almost inevitably eliminate nervousness 
arising from unfamiliar surroundings and conditions— 
which is a perfectly normal but preventable phe- 
nomenon. 


As for the second type of nervousness, due to a 
lack of preparation or a realization or fear that the 
task undertaken is too difficult, the cure is almost en- 
tirely in the hands of the teacher. Under no circum- 
stances is a teacher justified in programming an unpre- 
pared selection. There is no surer way of breaking 
down the “nerve” of a performer than to expect per- 
formance before the selection is properly learned (but, 
in the case of students, the teacher must be the judge). 


' Moreover, there is no greater insult to an audience 


than to ask them to listen to a selection which is not 
ready for performance. 


There may be reasons why a student might be asked 
to study a selection beyond his ability to perform— 
though they are few—but to ask a student to perform 
such a selection in public is absolutely without justifica- 
tion upon any score. There can be no intention for 
programming any number for public use, except that of 
adequate performance. If a teacher cannot guarantee 
that the program will cause pleasure instead of dis- 
tress, a sense of satisfaction instead of uneasiness, then 
he cannot afford to let his pupils appear unless he is 
prepared to, as some frankly do, announce that the 
recital is in the nature of a laboratory for the benefit 
of the students and that listeners come at their own 
risk. 


A teacher cannot afford to discourage his pupils. 
Honest and constructive criticism is his business, 
though even here it is easy to overdo. The proverbial 
“drawing” qualities of sugar and vinegar apply here 
surely. A student recital should be a routine matter, 
otherwise it has little justification. Rarely can a teacher 
claim that his students have anything to say of suf- 
ficient artistic merit to justify a public recital on that 
ground. There must be other reasons. The chief one 
is educational. The recital is a demonstration of edu- 
cational results, a goal for the students, and a means 
of propaganda for good music. On this basis the selec- 
tions should represent the finished product of the regu- 
lar work. Of course, there is no harm, other things 
being equal, to include those prepared numbers that 
make the best showing, but to program a number 
simply because it looks well on the program, or be- 
cause it is a novelty, is utterly indefensible and sooner 
or later works harm to both teacher and pupil. 


After all, there is only one standard for music- 
teaching, and that is the educational standard—the 


Only after such preparation should a pupil - 
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fullest possible development of the talents and capa- 
bilities of the pupil. On that basis the student per- 
formance is amply justifiable—when material mastered 
in the natural course of educational processes is pre- 
sented. In such a case there is no room either for 
undue anxiety for fear the performance may not make 
the desired “hit,” or for an undue estimate of the im- 
portance of the-occasion. 
of egotism, an overestimation of the magnitude of the 
function and of the part of the performer in it. In 
such cases the attitude of matter-of-factness must be 
impressed upon the student. “It is all in the day’s 
work,” and the world will keep right on rolling placidly 
around the sun, whether he fails or succeeds, 


HANS SCHNEIDER 


Nervousness in pupils is due to many causes, and the 
remedy is the removal of these causes, which is an 
absolutely individual matter. 

Nervousness may be the normal temporary instability 
of thought and action, or an abnormal, chronic, patho- 
logical condition resulting from a diseased nervous 
system. 

Where this demonstrates itself in motor restlessness, 
the well-ordered. motions required of musical execu- 


_ tion are one of the best remedies. 


In normal and temporary nervousness (the most com- 
mon among pupils) fear is the genera] cause. 

A teacher himself may cause this through lack of 
sympathy with the pupil and misunderstanding of his 
shortcomings, by his aloofness or unnecessary severity. 

Remedy; Change the teacher’s attitude, and—still 
more effective—change the teacher. 

In timid pupils the apprehension of playing before 
the teacher, even a sympathetic one, often creates a 
feeling akin to stage-fright. But this usually lasts only 
a few moment® if not artificially increased or length- 
ened, 

Remedy: Make no’ correction whatsoever until the 
whole lesson is played through, to give the pupil time 
to gain confidence in his ability to do the lesson well, 
and his nervousness will cease. 

With pupils who practice carelessly, too fast, or not 
enough, nervousness is often the by-product of a guilty 
conscience. Their mind is on the failure, on. the 


mistakes, and this auto-suggestion will lead to more 


mistakes and the upsetting of the mental equilibrium. 

Remedy: Change in the attitude of the pupil to- 
wards his work; education to concentrated, careful 
practice. In extreme cases I have used exclusive prac- 
tice on a silent keyboard with good success. Having 
no tones, the eye must control the fingers; and this 
means attention, whereby the careless prompting of 
the ear (which is the real cause of the shortcoming) 
is eliminated. 

Another cause of nervousness is the giving of ma- 
terial beyond the technical ability of the pupil. In this 
case the mind may “see” the music, but the motor ap- 
paratus cannot execute it properly. 

Remedy: Replacing the too difficult with more suit- 
able material. 

The law of diminished returns may also cause tem- 
porary irritability, namely, when a pupil has occupied 
himself too long with a composition. In that case 
nerves and muscles grow less and less responsive. 

In spite of increased effort in practicing the compo- 
sition goes worse and worse. Anxiety and discourage- 
ment, especially when a recital is in sight, will cause 
grave irritation and nervousness, 

Remedy: Laying aside the work for a week or two 
to give mind and muscle a rest and change. Particular 
work will go better for it when taken up again. 

By far the most frequent, but least recognized, cause 
of nervousness appears through unnatural and faulty 
use of the player’s tools (his body and members). 

Over-contraction and over-relaxation are the two 
poles of failure. 

A vicious circle is established which runs from 
muscles to nerves and return. 

Over-contraction (the most common) makes free and 
easy motions impossible, in spite of all good will and 
practice. This will cause worry and anxiety, and dis- 
turbs the normal, delicate codperation of nerves and 
muscle. This makes impossible the selection of the 
proper groups of muscle necessary for all skillful exe- 
cution. The inhibitory codperation of superfluous 


muscular groups will cause still more contraction, which - 


again reacts as a disturbance of nervous stability. 

Remedy: The proper diagnosis of the pupil’s mus- 
cular faults, a change of his way of playing by his 
present teacher, and, if he cannot do it, a change of 
teacher altogether. 


Nervousness is often a form 


——— 


THE ETUDE 


JULY 1920 Page 445 


Secrets of the Success of Great Musicians 
By EUGENIO DI PIRANI 


The previous contributions to this series were: Chopin (February, 1019); Verdi (April); Rubinstein (May); Gounod (June); 


Liszt (July); Tschatkowsky (August); Berlioz (September) ; Grieg (October); Rossini (December); Wagner (January, 1920); 
Schumann (February); Schubert (March); Mendelssohn (April); Beethoven (May); and Handel (June). 


J ohann Sebastian Bach 


THERE are many great musicians whose lives can 
teach us how to “arrive,” but none like that of Johann 
Sebastian Bach, who not only can reveal to us that pre- 
vious secret, but who is himself the key to the golden 
gate of Fame. 

The deep study of the works of this great genius is 
indeed the indispensable foundation for every musician 
who is striving to attain the highest goal in the world 
of art. One could complete one’s musical education 
without Liszt, without Chopin, without Schubert, but 
one could not build up any solid construction in music 
without resting on the adamantine rock of Bach. 
Beethoven, Mozart, Haydn benefited by his works; 
Schumann advised all young musicians to make Bach 
“their daily bread;” Mendelssohn made Bach his guid- 
ing star; all earnest musicians agree that studying 
Bach is an imperative necessity. One could say that 
Bach embodies in himself the Secret of the Success 
of Great Musicians.” 

The advent of a man of genius is not always an 
erratic phenomenon, but the combined result of his 
antecedents and of the character of his age and out- 
ward circumstances in which he developed. J. S. 
Bach was the child of a family who had for four 
generations cultivated music, not as a mere profession, 
but as an art, as the object of their lives, and his 
hereditary talent was fostered and turned into its pecu- 
liar channel by the spirit of the age in which he lived. 

The creation of church music to suit the simple, 
deeply solemn services of the Lutheran Church was 
one of the great aims of Protestant Germany in the 
century after the Reformation. J. S. Bach made this 
aim his own and worked it out with all the zeal of 
a profoundly religious spirit and of a life of high 
moral rectitude. 


The Chorale 


The Reformation had introduced the new element 
of the Chorale sung by the congregation and accom- 


- panied on the organ.’ The artistic treatment of the 


chorale had been raised to a kind of science and is 
still cultivated in Germany. I remember when study- 
ing counterpoint with the great master, Friedrich Kiel, 
of Berlin (his oratorio, Christus, is recognized as one 
of the most magnificent religious works) that one of 
the favorite exercises he gave to his pupils was to put 
a chorale in one of the poor parts and to work out 
the others in the most elaborate counterpoint. Of 
course, the chorale, especially when relegated to the 
lower voices, was almost befogged by the other parts 
and only the most experienced ear could detect it; 
but this wonderful training enabled the pupil to treat 
the different voices with perfect facility and freedom. 
It was a kind of musical acrobacy. 

The ancestors of J. S. Bach had devoted them- 
selves chiefly to this branch of study and attained high 
positions in the service of the Protestant Church. 
Church music had become a specialty of the Bach 
family. To give an idea of the abundance of musical 
Bachs, it is enough to mention that at the time Sebas- 
tian lived, about thirty of the Bachs held positions as 
organists in Thiiringia, Franconia and Saxony. Down 
to the end of the eighteenth century he name assumed 
a generic sense and all musicians at Erfurt were called 
the “Bachs.” } 

Veit Bach, a German baker living at Presburg, in 
Hungary, during the latter half of the sixteenth cen- 
tury, had to leave Hungary on account of religious 
differences with the Jesuits and found a safe refuge at 
Wechmar, a village near Gotha, in Thiringen. Prom- 
ise of the musical talent so richly developed by his 


crave madly after it. 


descendants was discoverable in the Hungarian emi- 
grant. Sebastian relates that he had his chief delight 
in a littel cithara, which he would take with him into 
his mill and play thereon while the corn was grinding. 
“They must have sounded merrily together! Howbeit, 
so he learned the sense of time, and in this wise music 
first came into his heart.” To Caspar Bach, the town 
piper of Gotha, Veit intrusted his 'son Hans. Hans 
Bach, player and carpet weaver, returned from his 
double apprenticeship to settle at Wechmar. In that 
time the player did not enjoy, as we of to-day, the 
convenience of a well stocked store of instruments 
wherefrom to buy his instrument. He had to con- 
struct it himself. So Hans, after he married, made 
himself a bass viola-that looked to be the father of all 
fiddles! It was ten feet high. Hans begged permis- 
sion to play this instrument at the village church and 
his performances drew such crowds that even the 
preacher had cause for jealousy. A numerous family 
was born to Hans and his worthy wife, and all were 
trained in music so that an orchestra was formed, 
made up of father, mother, boys and girls. All the 
instruments used were made by Hans—fiddles, wooden 
wind instruments, drums. It is said that the music this 
orchestra made was unique. ; 


The Atmosphere of Good Music 


Only to mention the long list of musical ancéstors 
of Sebastian Bach would take the whole space allotted 


‘to me for these articles. I shall, therefore, take a jump 


from these early forefathers'to young Johann Sebas- 
tian, born 1685, in Eisenach in Thiiringia, where his 
father was court organist. Unlike many other com- 
posers, Sebastian gave no early evidence of being a 
prodigy, and Johann Ambrosius, his father, did not 
seek to make him one. But he had the benefit of 
growing up in an atmosphere of good music and 
religious fervor, the religion of Martin Luther, which 
was then fast spreading throughout Germany and was 
soon to find a glorious exponent in Bach himself. 
Sebastian was only ten years old when he was left an 
orphan and dependent on his elder brother, Johann 
Christoph, organist of Ohrdruff, to whom he owed his 
first lessons in singing and playing the clavichord. 
Christoph, who was married, wished to be kind to his 
little brother but he and his wife did not want to be 
disturbed by too much practicing, so the boy was 
allowed to play only one hour a day. Also, the older 
brother did not allow little Sebastian to make use of 
his well-furnished musical library and carried the key 
to the book case in his own pocket. The boy, who, 
just on account of the prohibition, was eager to exam- 
ine that music, contrived to pick the lock and in the 
night, when all the household was asleep, he would 
steal downstairs in his bare feet and get a sheet of 
music and copy it by moonlight, sitting on the window 
sill. | 

Thus he did work for six months whenever the 
moon shone bright enough. But one day the elder 
brother discovered the portfolio of copied music, 
Sebastian was severely punished on his bare—legs, and 
the portfolio was confiscated despite the copyist’s tears. 
Contraband has a special charm, and it may have 
tempted little Sebastian more than it would had the 
music been easily accessible. | 

This same fault is perpetrated daily by overzealous 
parents and teachers. The severity of prohibition 
inflames the desire. Forbidden fruits taste delicious. 
Give a boy the plaything he desires and he probably 
will soon throw it away; deny it to him and he will 
So Sebastian became music- 
ravenous. 


BACH AT THE ORGAN 


He entered a boy’s chorus at Ohrdruf; he was often 
invited to play on his violin, the only inheritance from 
his father. He played also the organ and the harpsi- 
chord, and occasionally the organist of Litneburg, 
where he was invited to sing in the choir, would allow 
him to try his big organ and at every service the boy 
was present to play the violin or, if any of the other 
players were absent, he would just fill in and play any 
instrument desired. What versatility! In our epoch 
of specialists this sounds like a fable. Our concert 
pianists, piano teachers, accompanists, chamber music 
players, orchestra leaders, violinists, etc., could not, even 
if they would, do anything beyond the limits of their 
own narrow circle. 

Bach profited much by listening to the wonderful 
organ playing of Reinker in Hamburg, and of Buxte- 
hude in Litbeck. The latter was very much versed in 
fugue-writing, to the development of which he contrib- 
uted both in the combination of several themes in a 
fugue and in the extended functions he assigned to the 
pedal. From Buxtehude Bach derived the daring pas- 
sages he meted out to the pedal in his organ fugues, one 
of the most famous being the one he gave to the pedal 
in his A minor fugue for organ. 


Bach’s Truancy 


On his return from Liibeck Bach was rebuked by 
the authorities, “for that he hath heretofore made 
sundry perplexing variations and imported divers 
strange harmonies, in such wise that the congregation 
was thereby confounded. In the future when he will 
introduce a tonus peregrinus, he is to sustain the same 
and not to fall incontinent upon another, or even, as he 
has been wont, to play a tonus contrarius.” If the 
authorities were to-day to be allowed to impose injunc- 
tions on the extravagant innovations of modern music 
we would soon see Debussy and Ravel and other con- 
genial fellows sentenced to the electric chair! History 
repeats itself. Bach was the modernist of his day. He 
appeared to his contemporaries a dangerous inno- 
vator. It must be owned, however, that even now the 
harmonies of Bach in their audacious discords surprise 
us for their bold modernity. 

After having occupied for a short time positions at 
Arnstadt and Miillhausen Bach went to Weimar and 
stayed there till the close of 1719, a period of nearly 
nine years. — ae 


Page }46 JULY 1920 


As an organist and clavichord player Bach’s fame 
was at that time prodigious. A Frenchman, Marchand 
was, however, considered unrivalled for his wonderful 
playing. He was a conceited fellow and his offensive 
airs disgusted Volumier, the director of the Dresden 
orchestra, who played a practical joke on him. At one 
of the royal concerts Marchand was to play some varia- 
tions on a French air, his performance of which elicited 
great applause. But Bach had also been invited, and to 
please the king Volumier brought him forward to play 
next. After a brief prelude he took up the air that 
Marchand had just played and extemporized twelve 
variations on the same theme with such skill and 
grandeur that Marchand was quite eclipsed. Thereupon 
Bach and Marchand were matched to play together on 
the follow'ng day. At the hour appointed Bach was 
there and many of the Court, but Marchand did not 
appear. They sent to his lodging but discovered that he 
had taken the early morning stage and vanished from 
Dresden. 

Forkel states that Bach learned much from setting 
Vivaldi’s violin concertos for the piano. This exercise 
made him understand how ideas are worked out, their 
connection with each other and the sequence of modula- 
tions. | 


Bach’s Family 


Little is known about Bach’s first wife, but from the 
terrible shock he suffered in 1720 on his return from 
Carlsbad to Cothen, upon finding that she had died after 
a short illness, we may judge that she made his home 
very happy. After her death Bach devoted himself with 
the most anxious care to the musical education of his 
three sons, Friedemann, C. P. Emanuel and J. Gottfried. 
He seems to have been particularly attached to Friede- 
mann, whom he took with him on all his journeys. 

In 1721 he was married again to Anna Magdalene 
Wiikens, the daughter of a court musician. She was 
then 21 years old. He was 36 with a brood of seven 
and the new wife was destined to increase the number 
to a dozen more. No race suicide indeed! Bach took 
great interest in giving his young bride instruction in 
thorough-bass and piano playing. A collection of easy 
pieces for the piano still exists in the royal library at 
Berlin; Clavier Biichlein fiir Anna Magdalene Bach, 
written in Bach’s own hand and dated 1722; there is also 
a handsomely bound volume with the initials A. M. B. 
and the date 1725, containing a number of preludes, 
allemandes,. courantes, sarabands, minuets, gigues, 
rondos, polonaises, musettes, suites and marches, forty- 
six pieces in all, of which thirty-five are for piano, the 
celebrated preludes in C major N. 1 of the Wohltem- 
periertes Klavier among them and two of the French 
Suites. (1 take this opportunity to correct an error 
which is made by the majority of English writers on 
Bach. The correct German title is either Wohltem- 
periertes Klavier or Das Wohltemperierte Klavier.) 
After the piano pieces come five chorals, then follow 
seven songs, among them Edifying Thoughts of a 
Tobacco-Smoker and the well known Willst du dein 
Herz mir schenken, Zelter supposed that the words and 
music of this last song were composed by Bach during 
his courtship of Anna Magdalene. 

Bach may be considered as the founder of the modern 
art of piano playing, as he was the first to insist upon 
equal use of the thumb with the rest of the hand and 
to act upon the principle that touch proceeds from the 
lower joints of the fingers and not from the wrist or 
arms. Forkel says that he played with so easy and 
small a motion of the fingers that it was hardly per- 
ceptible. Only the first joints of the fingers were in 
motion; the hand retained even in the most difficult 
passages its rounded form, the fingers rose very little 
from the keys, hardly more than a shake and when 
one was employed the others remained still in their 
position. Still less did the other parts of the body take 
any share in his playing as happens with many whose 
hand is not light enough. His playing was light, smooth, 
swift—powerful or expressive as he chose—but always 
without display or the appearance of effort. 

During the five years Bach spent at Gothen he com- 
posed, among other things, the first part of Das wohl- 


temperirte Klavier, the second volume of which he 


wrote at Leipzig in the year 1740. Bach spent much 
labor on this work, especially on the first part, cor- 
recting, al‘ering, working out its subjects in various 
forms. The original manuscripts, dated at different 
periods of his life, are full of corrections going into the 
minutest details. This work has always been the most 
popular of Bach’s compositions and has preserved his 
name from oblivion during the years in which his 
greatest works—especially his church: music—were for- 
gotten. | 

Bach became choirmaster of the Thomas School and 
musical director of the two principal churches at Leip- 


zig, St. Nicholas and St. Thomas. He undertook this 
position in the year 1723 when he was 38 years old and 
remained there twenty years till his death. Leipzig, 
one of the centers of German commerce, full of 
life and movement, “a miniature Paris,” as Goethe said, 
offered the right atmosphere to a man of Bach’s genius 
and lofty aims. It was his duty to direct the music 
in four churches and to teach the Thomas scholars 
music. His fixed salary, besides lodging and firewood 
free, was 87 thalers, about $65 per annum! Think of 
it! For a whole year, Bach, the genius of his epoch, re- 
ceived a salary far less than the average clerk in New 
York gets in one week.. Of course, provisions in those 
days were cheap. “High cost of living” had not yet 
been discovered! 

In the midst of his manifold occupations Bach still 
found time to study the works of his contemporaries. 
Copies exist in his handwriting of a Mass of Pales- 
trina; Masses of Lotti; Magnificat by Caldara; an ora- 
torio by Handel; Passions Musik, by Graun, etc. Bach 
never ceased to enrich his knowledge. 

A proof of his continuous ripening and progressing 
is to be found in the perfection of the works he com- 
posed at Leipzig. One of their characteristics is the 
excellence of each part as an independent melody, 
while at the same time all the parts together make a 
perfect harmony. Even the accompaniments of the 
instruments taken alone form a charming piece of 
music. This point is often neglected by many com- 
posers. One should not forget that the performer of 
each part is not a mere machine, but a living being 
who studies or reads his part independently from the 
others and is therefore entitled to a part which should 
have a meaning in itself. Of course, that is higher 
art and only a great artist is able to write polyphonic 
music which has a significance as well in its totality as 
in the single parts taken separately. 

Bach would not teach any to compose who did not 
show signs of real talent. Among his most distin- 
guished pupils besides his three sons, were Krebs, 
Agricola, Schneider and Kinberger, the best musical 
theorists of the eighteenth century. 

During his busy years at Leipzig Bach wrote his 
greatest works, the Matthadus Passion and the Johannes 
Passion. They were primarily intended to be per- 
formed in churches and one feature in which they dif- 
fer from other oratorios is the introduction of chor- 
ales in which the congregations were intended to join. 


A New System 


At the time when Bach wrote the old system of 
keys or modes was still much used. According to 
this system there were eight keys, the succession of 
intervals differing in each. They were the: Tonic, 
Doric, Phrygian, Lydian, Mixolydian, Aeolian, Hypo- 
doric, Hypophrygian. Bach never felt himself bound 
by any system old or new, but at the same time he was 
too great to overlook what had been useful in the past 
though his genius had outgrown the need of its help, 
so he used the old modes wherever they could help in 
producing the expression he wanted. 

Translating this procedure into modern cond tions, 
we should employ in our compositions a proper mix- 


ture of conservative old classic and of revolutionary. 


modern ingredients. 

Bach’s private character was not less worthy of ad- 
miration than his talents. Of a modest, unassuming 
disposition, leading a strictly moral life, he was a 
faithful citizen, an affectionate husband, father and 
friend, laboring incessantly for the support and educa- 
tion of his children. He was broad-minded and it was 
a great pleasure for him to hear the compositions of 
other musicians. Tor a quartet he liked to play the 
viola and he was also delighted in accompanying others 
at the piano. He was very fluent in extemporizing and 
he could easily turn a trio into a quartet by improvis- 
ing the fourth part. Asa matter of fact he could have 
added any number of parts, being so wonderfully 
versed in the science of counterpoint. 

He failed in his repeated attempts to make acquaint- 
ance with Handel, but he enjoyed the friendship of 
such other contemporary musicians as Hasse, Graun, 
etc. 
In his last year (1749) Bach wrote one of his great- 
est works, Die Kunst der Fuge, in which he shows 
every way in which the theme of a fugue can possibly 
be worked out. Wi‘h one single theme in two parts 
he makes fifteen solos, two duets for two pianos, all in 
the form of fugues; and two canons. In the last fugue 
beside the original theme he» weaves a third on the 
note B, A. C, H, forming his own name. 

At last the almost uninterrupted hard work of his 
whole life began to tell upon Sebastian’s strong con- 
stitution, His eyes began to fail. They grew weaker 
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and more painful every day. One morning his sight 
suddenly returned, he could see quite well again and 
could bear the light; but it was the last flickering of 
the expiring flame. A few hours later he was seized 
with apoplexy and on the evening of the twenty-eighth 
of July, 1750, he passed away. 

His family was too poor to pay his funeral expenses 
and he was carried to the grave without any pomp, the 
Leipzig newspapers not even mentioning his death. 

While Bach’s life ended thus in poverty, his works 
were left for many years the prey of chance and ig- 
norance until the Bach Society, founded on the cente- 
nary anniversary of his death, July, 1850, by Becker, 
Breitkopf and Haertel, Hauptmann, Jahn and Robert 
Schumann, rescued Bach’s music from oblivion and 
made the collection and publication of his works their 
aim. Ninety years after Bach’s death a monument was 
erected by Felix Mendelssohn-Bartholdy to his mem- 
ory, opposite the house in which he had lived. It is 
also to be put to Mendelssohn’s credit that Bach’s 
whole grandeur was brought again to light through the 
performance of Matthaus’ Passion in Berlin in 1829. 

Some anecdotes: 

It was a long time before Bach could be induced to 
appear before Frederick the Great, at Potsdam. After 
repeated invitations he at length undertook the jour- 
ney, and one evening just as the usual concert before 
supper was about to begin, a list of the day’s arrivals 
was handed to the king. With his flute ready in his 
hand he glanced down the list and with much agitation 
turned to the assembled musicians and said: “Gentle- 
men, old Bach has come.” He was immediately sent 
for to the palace and introduced in his traveling dress, 
so great was the king’s anxiety to see him. The con- 
cert that evening was giyen up and the royal flute 
player devoted himself to Bach. He led his guest 
through the palace apartments and made him play on 
his Silbermann pianofortes, of which he had collected 
no less than fifteen. The great master’s playing amazed 
the king, who. after. a masterly performance of a six- 
part fugue exclaimed: “There is only one Bach! Only 
one Bach!” 

Notwithstanding his amiable qualities, Bach had a 
hot and hasty temper and this frequently led to amuse- 
ing scenes. On one occasion Gorner, the talented or- 
ganist at St. Thomas’, struck a wrong chord at a re- 
hearsal, whereupon Bach flew into such a passion that 
he tore off his wig and threw it at the unfortunate or- 
ganist’s head, thundering out: “You ought to have been 
a cobbler instead of an organist!” 


Bach’s Gigantic Growth 


Resuming, we find the following points as especially 
responsible for the gigantic artistic growth and 
achievement of Bach: 

The religious fervor which inspired him to become 
the most famous exponent of Protestant church music. 

The restraint put by his brother Christoph upon his 
artistic aspirations, which sharpened his musical hun- 
ger and made him ravenous for musical knowledge. 

His versatility in playing all instruments. 

His catholicity in accepting the best of the old 
school, striving at the same time after the utmost prog- 
ress in art. 

His liberality toward fellow artists and his high 
moral purity. 

One of the Greatest Masters of All Times. 


The Good Beginning 
By Grace White 


IN appearing before a strange audience nothing 
gives one such courage to begin and inspiration to go 
on as a good beginning. In training young students 
for public performance it is well to bring this to their 
earliest consideration. 

There are several ways to bring this about. With 
the pianist, playing a few passages or chords before 
starting the actual program acquaints the performer 
with his instrument, accustoms him to the platform and 
cets the attention of the audience. With the violinist 
or singer this same preparation may be given by the 
accompanist. 

What is for many persons of inestimable value in 
getting a clear, well-poised start is the taking of 
several deep breaths, or even mechanically counting 
ten or twelve before playing the first note. Thus the 
effort usually put into the first phrase will be ex- 
pended in the counting, and the opening theme— 
always most important for an impressive presentation 
of a work—will be given in a natural, unrestrained 
manner. 
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[Editor’s Note.—The tragic end of Siloti, 
who recently, according to report, dropped 
dead from starvation in the streets of Mos- 
cow, ends the career of one of the greatest of 
present-day Russian pianists. This very gifted 
man was a cousin of Rachmaninoff and a mem- 
ber of a Russian noble family. He toured 
America a number of years ago, and aston- 
ished everyone by the phenomenal facility of 


How Rubinstein Taught and Played 


Ir was finally settled that until I went abroad (my 
journey being planned for the spring of 1893) I 
should take advantage of Anton Rubinstein’s’ offer 
to give me lessons each time he came over to conduct 
the symphony concerts at Moscow—a task he had 
undertaken as a tribute to his brother’s memory. I 
heard that Rubinstein wished me to prepare the fol- 
lowing works for my first lesson, which was to be in 
six weeks’ time:—Schumann’s Kreisleriana, Bee- 
thoven’s Concerto in E flat and the Sonata op. 101 in 
A, as well as Chopin’s Sonata in B minor. As he 
knew that I had played none of these things before, 
it was, to say the least of it, innocent on his part as 
a pedagogue to set so formidable an array of pieces 
to be learnt in six weekr. However, by dint of slaving 
seven or eight hours a day I did actually master 
them as far as the notes were concerned. 

How well I remember that first lesson! Rubinstein 
had told me to bring Kreisleriana. Armed with this I 
arrived, expecting to be alone with him, but I found 
myself confronting about fifteen elegantly dressed ladies. 
I was greatly surprised, and felt nervous at having 
to take my lesson under such unsuitable conditions, 
particularly as I had only prepared the music mechani- 
cally. I must have behaved as if I were on the verge 
of a precipice, or as if I had received the death sen- 
tence. I certainly sat down feeling like a condemned 
criminal. “Play,’ said Anton Rubinstein curtly, and 
I began, expecting him to stop me after the first num- 
ber, and make some remarks. Not so, however. He 
said nothing, but fidgeted in his chair, turning from 
one side to the other, and running his fingers through 
his mane. Instinctively I felt that my fate was sealed. 
I went on playing with despair in my soul, convinced 
that I was lost, whatever I might do. I finished— 
silence! Suddenly Rubinstein asked, in a voice that 
was both stern and angry, “What is it you have been 
playing?” I sat still, and wondered why he had asked 
me. Did he not know the piece? As I made no reply 
he repeated the question, raising his voice. I then told 
him the name of the piece in a subdued tone. 

“T know that, but what else?” he said. Then I re- 
membered about the violinist, Kreisler, and said, “Schu- 
mann wrote this in honor of his friend Kreisler.” 

“And why did Schumann not write a ‘Rubinsteiniana’ 
or a ‘Silotiana’:” 

At this I was absolutely nonplussed. Smoothing his 
hair again with a pretty gesture, he proceeded: “Be- 
cause Kreisler was a wonderful man who possessed 
great poetical feeling, combined with a tremendous 
amount of ‘temperamént.’ What you have to do is to 
play so that everybody realizes this.” Then, coming 
to the piano, he played as perhaps he had rarely played 
in his life before. Not that one could learn anything 
from it—I, as a pianist, did not exist for him, or, if I 
did, no more than if I had been a pile of rubbish in 
a corner of the room. The effect, I remember, was 
to make me feel: “Let me alone; I shall never study 
music any more.” All the same, insignificant as I 
was made to feel, I was offended. I recalled the 
method of Nicolas Rubinstein, which was to play to 


1/Rubinstein, Anton (1830-1894), the famous pianist and 
composer, elder brother of Nicolas Rubinstein. He founded 
the Petersburg section of the Imperial Russian Musical So- 
ciety in 1859, and the Petersburg Conservatorium in 1862. 


Memories of Rubinstein and Liszt 


By the Great Russian Pianist-Teacher 


ALEXANDER SILOTI 


his technic. Very tall and very spare, the 
notes seemed to rain out of his long fingers 
almost without visible effort. Siloti was born 
at Charkov, Russia, in 1863. He was a pupil 
of the Moscow Conservatory, where he studied 
with Tschaikowsky and both of the Rubin- 
steins. Later he spent three years with Liszt. 
Then he became a professor at the Moscow 


his pupils in such a way that they could realize the 
ideal he set before them. He always took into con- 
sideration the amount of talent each one possessed, 
and played so that the pupil never lost hope of being 
able some day to play as well as he did. The better 
the pupil, the better Nicolas Rubinstein’s playing. 


I had other lessons of the same order from Anton 
Rubinstein, and as I look back they seem like a night- 
mare even now. I felt that he was absolutely indif- 
ferent to what I played or how I played. There was 
naturally no question of enjoyment, either for him or 
for me. He did not actually teach me anything. He 
only gave a super-inspired rendering of the music, and 
if the desire to learn was not killed in me it was due 
to my happy disposition which allowed me to regard 
these lessons as a temporary evil. Zvérieff, I remem- 
ber, felt the same about them; after each lesson he 
talked to me in a peculiar way, as if he were making 
excuses for having made me study under such a 
master. 


Liszt’s Wonderful Hospitality 


I packed up my belongings—not for my new quarters, 
but for Russia—and, taking with me Chopin’s Ballade 
in A flat, I went to Liszt for my lesson. As I ap- 


proached the house the same sinking sensation which 
I had experienced at table came over me again, and 
I went in to my lesson as to a final ordeal before I 
started back to Russia. 


Liszt said good-morning to 


LiszT AND SILOTI 


~ 


Conservatory, and had many distinguished 
pupils. Siloti was one of the most devoted! of 
the Liszt pupils, and Liszt was equally de- 
voted to him. This article has been extracted 
from the complete authorized English trans- 
lation of “Siloti’s Memories,” by Methven 
Simpson, which is published in book form. ] 


me very kindly. There were about twenty-five pupils 
present. Somebody played something—I do not re- 
member what it was—then came my turn. I sat down 
and began the Ballade, but I had only played two bars 
when Liszt stopped me, saying: Ke 

“No, don’t take a sitz-bath on the first note.” He 
then showed me what an accent I made on the E flat. 
I was quite taken by surprise. 

“St, signore, si, signore,’ said Liszt in Italian, smil- 
ing a trifle maliciously. I continued playing, but he 
stopped me several times and played over certain pas- 
sages to me. When I got up from the piano I felt 
bewitched. I looked at Liszt, and was conscious of a 
gradual change in myself. My whole being became 
suffused by a glow of warmth and goodness, and by 
the end of my lesson I could not believe that, only two 
hours before, I had packed my things and wanted to 
run away. I left Liszt’s house a different being, and 
was convinced that I should, after all, stay and study 
with him. All my trouble—the feeling of loneliness 
and helplessness, arising from my ignorance of the 
language—flew away as if at the touch of a magic hand. 
I had become all at once a man who knew his own 
mind; I realized that there was a sun to whose rays 
I could turn for warmth and comfort. 


List’s Manner of Giving Lessons 


To describe Liszt’s lessons in such a way as to give 
an idea of his personality would be impossible. It is 
necessary to see certain things and certain people if 
one would have a clear impression of them. ‘There 
were thirty or forty of us young fellows, and I re- 
member that, gay and irresponsible as we were, we 
looked small and feeble beside this old man, shrunken 
with age. He was literally like a sun in our midst; 
when we were with him we felt the rest of the world 
to be in shadow, and when we left his presence our 
hearts were so filled with gladness that our faces were, 
all unconsciously, wreathed in rapturous smiles. 

The lessons took place three times a week—on 
Tuesdays, Thursdays, and Saturdays—from four to 
six o'clock. Anybody who wished could come and 
have a lesson without paying a farthing. Liszt re-. 
membered his own desire, when quite a boy, to enter 
the Paris Conservatorie, and the refusal to admit him 
on the part of the director (Cherubini) because he 
was a foreigner. This refusal, he said, made such an 
impression on him that he vowed to himself that if 
ever he became a great musician he would give lessons 
without taking any payment. It was practically. a 
condition that men should come to the lessons, not in 
frock coats, but wearing lounge jackets, and that ladies 
should be simply dressed—the idea being that the - 
poorer pupils should not feel uncomfortable beside the 
richer ones. : 

Liszt’s lessons were of a totally different order from 
the common run. As a rule he sat beside, or stood 
opposite to, the pupil who was playing, and indicated 
by the expression of his face the nuances he wished. 
to have brought out in the music. It was only for the 
first two months that he taught me in front of all the 
other pupils; after that I went to him in the morning 
when I was working at any specially big thing, and 
he taught me by myself. I always knew so thoroughly 
what I wanted to express in each piece of music that 
I was able to look at Liszt’s face all the time I was 


playing. 
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No one else in the world could show musical phras- 
ing as he did, merely by the expression of his face. 
‘If a pupil understood these fine shades, so much the 
better for him; if not, so much the worse! Liszt told 
me that he could explain nothing to pupils who did 
not understand him from the first. He never told us 
what to work at; each pupil could prepare what he 
‘liked. All we had to do when we came to the lesson 
was to lay our music on the piano; Liszt then picked 
out the things he wished to hear. 


There were only two things we were not allowed 


to bring: Liszt’s 2nd Rhapsody (because it was too 


often played) and Beethoven’s Sonata quasi una fan- | 


tasia® which Liszt in his time had played incomparably, 
as was afterwards proved to me. Neither did he like 
anyone to prepare Chopin’s Scherzo in B flat minor, 
which he nicknamed the “Governess” Scherzo, saying 
that it ought to be reserved for those people who were 
qualifying for the post of governess. Everything else 
of Chopin’s, particularly his Preludes, he delighted in 
hearing. He insisted on a poetical interpretation, not 
a “salon” performance, and it irritated him when the 
groups of small notes were played too quickly, “con- 
servatorium-fashion” as he called it. 


- 20Op. 27, No. 2. 


A Second Section of this Very 


Interesting Article will Appear 
in THE ETUDE for August 


ts Why “Go to Pieces’’? 

THE musician is prone to nervousness. He is un- 
comfortably apt to go to pieces in public—or to feel 
as if he were going to, which is almost as bad. Yet 
this is largely a matter of previous mental training. 
Acquire the habit of self-control in little everyday 
things, and it will stand by you in the musical side 
of things.. | 

Don’t fly off the handle when a pupil annoys you— 
when a patron side-steps his bill—when the tuner for- 
gets to come and you have a recital on hand. It doesn’t 
help the least bit, and you are building up a charac- 
ter habit that will make you go to pieces in public 
sometime. It’s up to you—“why go to pieces?” 


Make Your Left Hand Intelligent 


WE are accustomed to speak of the left hand as 
‘awkward. This—so to speak—is “bad medicine.” So 
long as we think and speak of the left hand as awk- 
ward we will not get the best from it. Why, in fact, 


should it be any less skillful than the right hand?. 


It is moved by duplicate muscles and the same brain 
gives it its orders down the same kind of nerve wires. 
The difference is this—we use the right more. Just a 
matter of habit. Suppose, then, we reverse things; 
use the left more than the right till it catches up. When 
you pick up a book, open a door, unbutton your shoes, 
put up an umbrella, do it with the left hand. Put 
the habit of intelligent movement into it. And this 
will count BIG in your piano practice. 


Musical Patriotism 


OH, say, can you sing from the start to the end, 


What so proudly you stand for when orchestras play it; 


When the whole congregation, in voices that blend, 

Strike up the grand hymn, and then torture and slay it? 

How they bellow and shout when they’re first starting 
out, 

But “the dawn’s early light” finds them floundering 
about. ; 

"Tis “The Star Spangled Banner” they’re trying to 
sing, 

But they don’t know the words of the precious old 
thing. 


Hark! The “twilight’s last gleaming” has some of them 
stopped, 

But the valiant survivors press forward serenely, 

To “the ramparts we watched” where some others are 
dropped : 

And the loss of. the leaders is manifest keenly. 

Then “the rockets red glare” gives the bravest a scare, 

And there’s few left to face the “bombs bursting in air.” 

’Tis a thin line of heroes that manage to save 

The last of the verse and “the home of the brave.” 
—Joun Ropemeyer in the Ladies’ Home Journal. 
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Strengthening the Weaker Digits 


By Ellen Amey 


_PRACTICALLY every piano student sooner or later 
becomes conscious of a weakness of the fourth and 
fifth fingers. These need not, however, long remain 
inefficient members, if he be willing to give himself 
some self-helps. These fingers must, first of all, be set 
free, as far as physical restrictions will allow, and then 
exercised through simple movements that will send 
the blood to every fiber of each muscle in action. It 
is not a question of long, arduous practice, but rather 
what to do and how to do it. 

One of the best exercises for an untrained or weak 
finger is the single note exercise given below. 
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For each note the finger should make a stroke move- 
ment from the knuckle joint, incisive enough to meet 
the key resistance; it should retain its position on the 
key long enough to be conscious of a sensation of the 
balance of weight. Each stroke should be made in strict 
rhythm and as much attention given the upward move- 
ment as the downward. 

The two-note exercise is equally good; it is slightly 
more complex, since the upward movement of one 
finger must be timed to meet the downward of another, 
There is also a shifting of the balance from one finger 
. = other without any perceptible change in the 

and. ) | 


In the example given below we find another treat- 
ment of a similar exercise and, as in the preceding, the 


’ release of the key in preparation for a repeated note 


played with another finger, is made with finger move- 
ment only. 


In passing the fourth finger over the fifth and the 
fifth under the fourth, one is forced to feel the neces- 
sity of a softened palm. Care should be’ taken for.a 
judicious use of this exercise, for in passing ‘the fourth 


finger over the fifth there is a sensation of a stretch- 
ing which might tend to fatigue the muscles if per- 
sisted in long at one time. While it is excellent as a 
muscle playing of legato chords and octaves. 

Broken thirds, played with the fourth and fifth fin- 
gers, if practiced judiciously and with the proper fin- 
ger movements, not only strengthen these fingers, but 
prepare them for the span required in the extended po- 
sition of chords. 


In broken sixths, played in triplets, the fourth and 
fifth fingers codrdinate with the thumb, and they should 
teach that member not to be too obtrusive. Played, 
both ascending and descending, the exercise gives 
these weaker fingers work of equal importance, since 
the fifth carries the accent in one direction, while the 
fourth carries it in the opposite direction, 


A sequence study of four notes played on successive 
tones of the scale, both ascending and descending, may 
be counted among the exercises helpful to the fourth 


and fifth fingers. It needs only to be tried to prove its 
efficacy. 


All technical exercises like the above should be prac- 
ticed slowly and with each hand alone. The palm 
should be softly relaxed and there can then be no tight- 


ening of the thumb or wrist.. 


[Eprror’s Nore.—These exercises for the fourth and fifth 
fingers (except Nos, 5 and G6) are rendered easier, and at the 
same time more efficient, if the thumb side of the hand is 
slightly lowered, the little finger side kept good and high, 
and the little finger reaching as far on to the keys as the 
second finger, even if the elbow and wrist have to turn out 
a little in order to accomplish this.] 


Where Does Father Come In? 
es By Mary Alice Smith 


Tue postman’s little daughter had recently come to 
me for piano lessons. One morning the postman wished 
to speak with me— bd i eRe 

“T want to ask something of you,” he said, rather 
bashfully. “I like to sing. At home at my father’s 


we always sang; we stood around the piano while one r 


of my sisters played, and all sang the old songs like 
Old Black Joe and Swanee River. I want Gladys to 
learn to play so I can sing. .I want you to get the 
Swanee River and teach it to her. But don’t tell her 
that I know anything about it+she must not know that 
I mentioned it to you!” as Pi | 

I fell in with his plan. Indeed, I would teach her the 
accompaniment, I assured him, and shexneed never be 
told. When Gladys came to her lesson J instructed 
her in a pleasant little talk on the impoftance of being 
able to play a good accompaniment, and the pleasure 
such accomplishments affords in the family circle; end- 
ing by placing the Swanee River before her and sug- 
gesting that she learn it, and then surprise her. father 
by asking to be allowed to play ‘for him to sing. 

But Gladys was not interested; her look and manner 
were almost condescending. It was her pride that she 
had come from a teacher of the “classic school,” who 
stood for “the best”; who scorned compfomises, as she 
regarded any departure from her standards. The post- 
man had appreciated the teacher—but— ie: 


Some days afterward I met Glady’s mother. She 
was apologetic for her postman-husband—plainly, wife 
and daughter were ashamed of him. At once I under- 
stood his unwillingness to have Gladys know of his 
request for the Swanee River. And going on home I 
did some thinking. 

Mr. D—— day after day carried his heavy postman’s 
pack—heavier without doubt fer the contumely of fam- 
ily pride—and paid his little daughter’s music bills. He 
admired her Clementi sonatinas; her little Bach pieces ; 
and the Farewell to the Piano. No fault did he find 
with that teacher, nor with Gladys. But he remembered 
the old pieces they used to play and sing at home— 
and he wanted something he was paying for and that 
he was not getting. 

Mr. D—— is no creature of fancy. This is a true 


incident, and the crux of it is this: Between the teacher 


who aims so far above him and the mother and daugh- 
ter who look pityingly down upon him, where does 
father come in? 

While the teacher is standing for ideals, and father 
continues to hand over the dollars for which he gets 
but a half return, cannot there be some sort of com- 
promise? some sort of equalization? Cannot the 


Swanee River be interjected between Bach and Bee-. 


thoven, and “father’s music” taught and respected and 
enjoyed along with the other? Can’t father come in 
somewhere? ; | 
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ALTHOUGH the term arpeggio is familiar to all 
musical students its exact meaning is often misunder- 
stood. Very frequently the expression is given an 
interpretation much more comprehensive than accu- 
rate. For this its derivation may be partly responsible. 
Coming to us from the Italian, arpeggiare, meaning 
“to play upon the harp,” it has acquired two of the 
most important significations credited to its root. In 
other words, the term arpeggio is frequently employed 
to express not only the arpeggio proper but the broken 
chord as well. Here, we have always maintained, is 
a distinction and a difference. A chord, as we know, 
is a combination of not less than three tones, selected 
from a given scate and sounded simultaneously. From 
this there naturally follows the correct definition of an 
arpeggio as the tones of a chord sounded successively 
and in regular order, up or down. Hence, logically and 
consequently, our definition of a broken chord would 
be the tones of a chord sounded successively but in 
irregular order. Accordingly, while there can be but 
two forms of the arpeggio—the ascending and the 
descending—the varieties of broken chord formation 
are almost inexhaustible. 


Basic Rules 
' Accepting, for the sake of argument, the definition 
just given, it follows that for every existing chord 
there will be a corresponding series of broken chords 
and arpeggios. Theoretically this is so, but in key- 
board execution the range of practical technique is, 
generally covered by a working knowledge of arpeg- 
gios and broken chords. founded upon triads and 
chords of the 7th. Then, again, for the four differ- 
ent classes of triads—major, minor, diminished and aug- 
mented—the rules of fingering are practically identical, 
while the fingering assigned to the chord of the domi- 
nant 7th is applicable to any chord of the 7th on any 
other degree of the diatonic scale. Further, it is im- 
portant to remember that the fingering of any chord 


and its derivative broken chord and arpeggio is pre- | 


cisely the same so long as all three are confined to the 
limits of an octave. But the extended or grand arpeg- 
gio has special rules of its own, which we will dis- 
cuss later. For the present let it be understood that 
our remarks are directed to chords, arpeggios and 
broken chords within the compass of an octave, and 
apply with equal force to all three. 

Every student of elementary harmony is aware that 
a chord is said to be in its root position when its 
foundation tone or root is the lowest note of such 
- chord or combination.. Also that, when the latter com- 
mences on the 3d from the root, or on the 5th or 7th 
from the root, the resulting combination is described 
respectively as being in its Ist, 2d or 3d inversion. 
And as triads consist of three tones, and 7th chords of 
four tones, the former will have two inversions and the 
latter three, the number of inversions of which a 
chord or combination is capable, being one less than 
the number of tones it contains. The construction of 
triads and chords of the 7th our limited space will not 
permit to discuss. This matter can be studied from 
any reliable text-book on harmony, and should be so 
studied before any attempt is made to play the chords 
or arpeggios on any keyboard instrument. 
“When alluding to a chord or combination as being 
within an octave, it should be understood that we 
postulate a combination of four sounds—the highest 
of which is not a new member, but the octave of the 
first.’ Then it will be apparent that in triad fingering 
we have four keys to be negotiated with five fingers. 
Consequently, one of these fingers has to be omitted. 
Now, as the thumb, second and fifth fingers are always 
used in chordal work, the choice lies between the third 
and the fourth fingers. The untrained or ill-trained 
student invariably omits the fourth finger; although, 
really, this is employed in correct fingering about twice 
as frequently as the third. Hence, the importance of 
the rule that in common chords and their derivative 
broken chords and arpeggios, played within the com- 


Helpful Hints on Arpeggio Fingering 


By DR. ORLANDO A. MANSFIELD, Mus.Doc., F.R.C.O., F.A.G.O., etc. 


(Editor's Note: This article is not one for pastime reading—it will bear close study and many re-readings. It will 


also be held for reference by earnest students.) 


pass of an octave, the third finger is used in the root 
position in the right hand, and in the second inversion 
in the left, all other positions employing the fourth 
finger. Some authorities and, indeed, all the older 
school of technologists, insist on this fingering for 
every major and minor triad. Its advantage is that 
the middle finger is always kept in a. straight line 
with the back of the hand. But it cannot be denied 
that in some few cases it strains. the fourth finger 
somewhat by separating it too widely from the fifth 
finger. This is especially noticeable in the arpeggios 
of D, A, E and B majors, with (perhaps) F sharp 


majors. In all these cases in the root position and in 


the left hand only, the third finger may be substituted 
for the fourth. Conversely, in the right hand, the 
third finger may be substituted for the fourth in the 
second inversions of B flat, F, C and G minors and 
(perhaps) E flat minor. These groups should be 
carefully worked out at the keyboard in order to see 
the full force of these observations. From a more 
detailed perusal of the foregoing it will be seen that 
the suggested alterations occur in arpeggios or chords 
distant a Sth above each other, with the two arpeggios 
on the black keys as optional cases. By students pos- 
sessing a very limited extension this concession will 
be greatly appreciated. Its adoption, however, is 
elective rather than imperative. The purists may 
take exception to it, but it coincides in all essential 
points with the principles of keyboard construction 
and the anatomy of the hand. 

As we have already intimated, the grand arpeggio, 
1, ¢,, the arpeggio exceeding the compass of an octave, 
has definite rules of its own. These we will now 
state very briefly, especially as we are not aware of 
any text-book in which they are given. The rules 
are twofold, and relate to two definite conditions, 
viz.: the position of the thumb and that of the 
fourth finger. On the black keys the former is not 
necessarily employed. Of course, it can be so used 
in any grand arpeggio commencing on a black key, 
and must be so used in those entirely on the black 
keys, viz.: the arpeggios in G flat major and E flat 
minor. Here, and in arpeggios entirely on the white 
keys, or those commencing on a white key, the finger- 
ing employed for the close position, i. ¢., the simple 
arpeggio within the compass of an octave, will apply, 
the thumb being substituted for the fifth finger in the 
right hand on every octave of the initial key except 
the last, and in the left hand upon every octave of 
the initial key except the first. But there are two 
important cases not covered by the foregoing rule, 
viz.: when the arpeggio commencing on a black key 
has either only one white key or more than one white 
key. As an example of the first case we might men- 
tion the arpeggio of E flat major in its root position; 
as an example of the second case, the root position 
of B flat major. In the first case, if we decide to 
forego the use of the thumb on the black key the pro- 
cedure is obvious, viz.: to place the thumb on the 
only existing white key, in this case, G. In the ‘sec- 
ond case, ¢. g., the arpeggio of B flat major, we have 
a choice of white keys, as the thumb could fall on D 
or F. For all cases of this description we have the 
following most important rule: Place the thumb on 
the lowest white key in the right hand and on the 
highest white key in the left. Thus, in our selected 
example, the thumb of the right hand will fall upon 
D,-while that of the left hand will fall upon F. This, 
it will be again observed, is in exact conformity with 
the construction of the hand, the thumb being placed 
at the upper end or right hand side of the left hand 
and on the lower end or left hand side of the right 
hand. To this rule there is no exception whatever, 
either in grand arpeggios of triads or of chords of 
the 7th. It is not.only in accordance with the anat- 
omy of the hand, but expresses the basic principle 
which underlies the fingering of all scales and ar- 
peggios. | | 
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But the position of the thumb being settled we have 
still to consider that of the third or fourth finger. 
This is easily settled by adopting the fingering of 
the particular. position of the chord denoted by the 
key upon which the thumb falls. For instance, in’ B 
flat major, the thumb of the left hand falls upon F, 
that being the highest. white key. Placing the fifth 
finger upon the key an octave below this would de- 
note the second inversion of B flat, which, as already 
prescribed, calls for the use of the third finger on B 
Hat and the second finger on D. Similarly, if the 
right hand thumb, in the arpeggio of B flat major, . 
falls on D, that being the lowest white key, by plac- 
ing the fifth finger on the D an octave above, we see 
that we have the first inversion of the chord which, 
according to our previous procedure, demands the 
use of the fourth finger on B flat and the second . 
finger on F, | 

Another way of arriving at the correct fingering 
with speed and certainty is to place the fifth finger 
upon the key an octave below that taken by the thumb 
in the left hand or upon the key an octave above that 
taken by the thumb in the right hand; then, if the 
second key of the arpeggio is equidistant from the . 
first and third keys, use the fourth finger; but if the 
second key is not equidistant between the first and 
third keys, omit a finger (either the third or -the 
fourth) where the wider stretch or interval occurs. 
Thus, in our selected arpeggio of the root position 
of B flat major, after placing the left hand thumb on 
FP, that being the highest white key, we place the 
little finger on the F an octave below. Now the inter- 
vening keys are B flat and D, and a mere glance will 
be sufficient to show us that the distance from F to B 
flat is greater than from B flat to D. Consequently, 
we omit the fourth finger, as that falls over the wider 
stretch. Similarly, in the right hand, after placing 
the thumb on D, the lowest white key, and. the fifth 
finger on the D, an octave above, it is at once evident 
that the wider stretch occurs between F and B flat. 
Accordingly we omit the third finger, as that is the 
one which falls exactly over the greater interval. If 
this system is worked out in detail it will: be found 
to be not only in accordance with the construction 
of the hand and of the keyboard, but it will also ,be 
found. to justify the few cases in which it departs 
from the orthodox fingering alluded to in the first 
part of our paper. | 


Locating the Fourth Finger 

Moreover, the use of this system will give rise to 
some very interesting results. For instance, it will 
be found that in the case of the grand arpeggio there 
are six arpeggios which employ the fourth finger in- 
stead of the. third in every position. These are F 
sharp minor, C sharp major and minor, A flat major 
and minor, and E flat major. On the other hand, 


_ there are only two grand arpeggios which employ the 


third finger in every position to the exclusion of the 
fourth, viz.: B major and B flat minor triads, it 
will be noticed, which have no relationship so far as 
notation is concerned. It would be well to observe 
also that ‘the grand arpeggios employing the fourth 
finger exclusively are derived from triads in succes- 
sive tonal and modal order, and such as are, there- 
fore, very closely related, 7 

Concerning the fingering of chords or combina- 
tions of the 7th, there can be no difficulty, provided 
the rules for the position of the thumb be understood 
and: observed; since, because the chord has as. many 
as four tones, or five with the doubling’ of the initial 
tone, every finger is employed. When played within 
the compass of an octave, either as arpeggio, chord, 
or broken chord, the thumb and fifth finger invari- 
ably fall on the highest or lowest keys. And in a 


grand arpeggio of a 7th chord the thumb should fall, 


as previously stated, on the highest white key in the 
left hand and upon the lowest white key in the right. 
This, of course, unless it is decided to use the thumb 
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on a black key. The only case in which any difficulty 
is likely to occur in the grand arpeggios of the domi- 
nant 7ths is in the root position and second inversion 
of the dominant 7th on C sharp—C sharp, E sharp, 
G‘sharp and B natural. 
together in similar motion, as the lowest white key, 
and therefore the key for the thumb in the right 
hand, is E sharp; while the highest white key, and 
therefore that for the thumb in the left hand, is B 
natural. In the second inversion this position is re- 
versed, the right hand thumb falling on B natural, 
and the left hand thumb on E sharp. On playing this 
arpeggio in contrary motion the accuracy of the 
fingering here given will be at once perceived, as the 
thumbs will then fall together. 

Of the various arpeggios founded upon the numer- 
ous chords of the 7th, only those of the dominant and 
diminished 7ths are generally studied. But the ad- 
vanced student will derive great benefit from work- 
ing out the 7th on the supertonic of the major scale 
—the 5th, 7th, 9th and 11th of the dominant—a chord 
which, in its first inversion, is often termed the chord 
of the added 6th, the chord of the 7th on the leading 


WE all have pupils whom it is a delight to teach, and 
pupils whom it is a bore to teach; but either way we 
have to study the individual in order to know what 
will arouse and sustain enough interest to keep the 
work at a fair average. As in all work, music study 
has its ups and downs that seem, sometimes, prin- 
cipally downs, and anything that helps attain our goal 
is welcome. The following are some things that have 
helped me. 

No one can hope for success until interest is aroused, 
ahd, in my experience, a child’s interest is greatly in- 
creased when her music is shown to be not “a thing 
apart,” but part and parcel of all her other activities. 
In order to do this I try to keep in touch with her 
teachers, her playmates and her family; and by oc- 
casionally giving a few minutes to conversation I get 
a line on her thought processes. This latter is espe- 
cially useful when she is a he. As the football, basket- 
ball and baseball seasons succeed each other, the music 
teacher has a hard row to hoe unless she works with, 
and not against, the boy’s love of sports. With little 
girls I try to awaken the imagination and make it 
help me. For instance— 

Before assigning The Giant’s Beanstalk, from First 
Visits to Tuneland, I ask my little pupil if she knows 
the story of “Jack and the Beanstalk.” There is usually 
a smiling response, and I ask for the story. When it 
is finished I tell the child to see if she can climb as 
well as Jack, and she starts off very gaily. If she 
makes mistakes, we say the giant will catch her, or 
that part of the beanstalk has fallen. Whenever I use 
such an illustration I make all my corrections in terms 
of the story, and so keep up the make-believe. 

Last week little Helen had an exercise-in which the 
right hand was legato and the left staccato through- 


CaN you imagine the delight of a boy who, by 
throwing a stone with all his might, could send a big 
glass conservatory crashing down with a terrific racket? 

The grin in that boy’s face would register a nat- 
ural trait in young human nature—pleasure in the 
demonstration of his strength rather than destructive- 
ness. And it wouldn’t be half so much fun, if it didn’t 
make a noise. Mark that. 

And mark it particularly when a student shows a 


maddening fondness for the “loud” pedal. Take a 
hint from Miss Ruth, a pupil of my own. 
Miss Ruth had large ideas of her own. She was 


really musical, and how she could stand the discord 
that followed the holding down of the pedal from the 
beginning to the end of a piece, was more than I could 
understand. But one day it all became clear, when 
the teacher. discovered Miss Ruth smiling to herself 


with extraordinary gratification, on being told that she | 


played “too loud”. 

Now this was a real compliment to the girl—for 
only an artist can play “loud”. Sousa’s band can play 
ever so much louder than the country band! A costly 
pipe organ can make a louder tone than can the little 
reed organ in the village church. Paderewski can fill 
a large hall with the power of his tone. BUT— 


Here the thumbs cannot fall 


note of the major scale—the first inversion of the 
dominant major 9th—sometimes called the chord of 
the leading 7th, and the chord of the 7th on the sub- 
dominant of the major scale—the 7th, 9th, llth and 
13th of the dominant—the third inversion of the dom- 
inant 13th, sometimes termed the chord of the. sub- 
dominant or major 7th. 

Another useful practice is to play in succession all 
the arpeggios to be found on a given key. In the case 
of common chords these would be six—two in their 
root position, two in their first inversion, and two in 
their second inversion. Thus, on the key C we should 
have C major and minor in root position, the first 
inversions of A flat major and of A minor, together 
with the second inversions of F major and minor. 
In the case of chords of the 7th, this method will give 
four arpeggios for every key used as a starting tone. 
Thus, on C, we should have the root position of the 
dominant 7th in F, the first inversion of the dominant 
7th in D flat, the second inversion of the dominant 
7th in B flat, and the last inversion of the dominant 
7th in G. Probably our readers are aware that, owing 
to the fact that every diminished 7th can be changed 


Illustration and Story in Piano Teaching 


By H. G. D. 


out. It was very hard going until I likened the right 
hand to an old, old, steady work horse that stayed in 
the middle of the road, and went steadily and evenly 
ahead, while the left hand was a frisky young colt, 
driven for the first time. The colt frisked and leaped 
at every step, but could not run away because of the 
other horse. Helen was amused at the idea, and soon 
improved her touches. 

In The Student’s Book is an arrangement of Santa 
Lucia that all the children like. Before assigning I 
usually ask—apropos of nothing—“Where are you now 
in geography? Have you studied about Italy? . Ever 
heard of Mt. Vesuvius?” Sometimes all answers are 
negative. In that case I ask, “Do you know what a 
volcano is?” This always brings an affirmative, ‘and 
from that I describe the location of Naples, and tell 
how it is famed for its beauty and gaiety; explain, or 
have explained, the folk-song; and announce that we 
are now going to study a Neapolitan folk-song. The 
charming melody pleases in itself, but I have found 
that greater interest is taken when approached this 
way; and that a more singing quality of touch is pro- 
duced by little fingers when the child is thinking how 
it would sound across the waters of the beautiful Bay 
of Naples. 

Naming exercises is one of my greatest helps in 
time of trouble. One day Myrtle came to me play- 
ing her etude “all wrong.” It was a study in dotted 
notes, and it seemed she could mot get the correct 
rhythm. She is nervous and impatient, although very 
fond of music, and the etude went worse each time. 
Finally I played it myself, using a marked accent, and 
crisp chords and told her to name it. Of course she 
protested that she couldn’t, but I paid no attention and 
began asking questions. I would rather ask a dozen 


That Loud Pedal Again! 
By Benjamin E. Galpin 


Sousa’s band never plays noisily. Neither does Pad- 
erewski. 

Here is the difference: power may be pleasing; 
noise is not pleasing. And music is intended to be 
pleasing, in some way or another—not noisy for the 
sake of noise. 

A church soprano said. to me: “We’ve got a wof- 
derful organist. He brings more noise out of the 
organ than any player we’ve ever had.” She was 
thinking—all unknown to herself—of volume and 
power, not noise. 

So, volume and power being a legitimate ideal in all 
our minds, little Miss Ruth had just cause to be 
delighted when her teacher said, “You play too loud.” 
It meant to the girl that she was not only good 
enough, but actually too good! It was like telling 
the man at the bat that he was really dangerous, en- 
tirely too strong; or remonstrating with an athlete 
because he could run too fast or jump too high! 

And Miss Ruth’s misconception was partly the fault 
of her teacher, because he used habitually the term 
“loud” pedal, instead of the “damper” pedal. So the 
teacher took the lesson to himself, and informed the 
pupil of the true value and use of this much-discussed 
pedal. She was told that it was not put into a piano 
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enharmonically three times, there are only three 
diminished 7ths to be played on a keyboard instru- 
ment, since out of the twelve keys the diminished 7ths 
belonging to four of these are identical. Hence, on 
account of its reiteration, and having exactly the same 
distance—three semi-tones—between each of its tones, 
the diminished 7th is the easiest keyboard arpeggio to 
understand or to perform. 

Though somewhat foreign to the subject of this 
paper we ought not to conclude without emphasizing 
the importance of practicing all arpeggios with varied 
touch and accentuation, and all in contrary as well as 
in similar motion. Indeed, the contrary practice will 
show to singular advantage the accuracy and conven- 
ience of the fingerings suggested or insisted on in this 
paper. And in justice to ourselves we can only hope 
that our student readers will test the accuracy of our 
observations and the advisability of their adoption by 
working them out upon the keyboard. For was it not 
Aristotle to whom is credited the saying, “What we 
have to do we learn by doing?” Or, as the late 
Professor Huxley once expressed it, “The great end 
of life is not knowledge but action.” 


questions than give the information myself, for then 
it becomes a personal discovery to the child when she 
she finally gives you the answer you are after. On 
this occasion I asked if it didn’t sound like a march, 
and explained the time; if children or men were march- 
ing; if it was soldiers or sailors; where they were 
going; if it was happy or sad, and so on. At last 
Myrtle wrote The Soldier's Farewell March at the top 
of the study, and got to work with a will. By next 
lesson she had it memorized and played it perfectly in 
every respect. Since then she has named the next 
exercise also, and demonstrated to me that the way 
to get the best work from her is to appeal to her 
imagination. 

In correcting faulty technic a happy illustration will 
sometimes drive a point home when nothing else will. 
Some time ago I had a class of Indian pupils, among 
whom was a beginner with distressingly weak fingers. 
They would bend at the nail joint until they seemed to 
lie on the keys. Now in an Indian school the girls 
are very familiar with household appliances, and I 
got this child’s attention when I told her that her 
fingers looked like dust-brushes wiping up the keys, 
and that I did not want the keys wiped, but struck. 

When Hilda came to me lack of regular study had 
made her extremely careless in every respect. It took 
such a long time to correct her reading and fingering 
that little time was left for technic, and so her wrist 
continued to bob up and down like a cork on the water. 
It seemed impossible for her to remember it. One day 
I gave an exaggerated imitation of her performance, 
and asked of what it reminded her. Between laughs 
she said “riding a camel.” That fixed it. To this day 
I have only to say, “Hilda, don’t ride the camel,” to 
have her wrists assume a correct position, 


to make a noise, but for certain musical effects; that 
its use to the artist is as sacred as the art of bowing 
is to the violinist, or the power of breath control to 
the singer; that one may press the “loud” pedal 
down and yet play softly; and that power in playing 
should come from the hand, the arm, the shoulder, not 
from merely standing on the loud pedal till the cows 
come home. 

I discussed the whole matter with her ‘as tactfully 
as possible, without treading unduly on her tempera- 
mental corns, so to speak. And my reward was that 
Miss Ruth laughed heartily many times afterward, 
to think she wasn’t doing the thing she set out to do 
when she pressed the pedal. She saw that she was 
playing noisily, and not loudly, and that the effect was 
most unmusical. 

Here is a rule I use for students in speaking of the 
function of the “loud” pedal: 


1. Down, it is a sustaining pedal. 
a Up, it is a damper or concluding pedal. 


3. Pressed down and kept down, it sustains a con- © 
fusion of harmonies that is merely a NOISE, and © 
has nothing to do with music. It might then be valled | 
the “noisy” pedal. 
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[EDITORIAL NoTE.—In last September’s issue we had a 
contest on the subject of “How to Collect Bad Debts.” 

As @ result of this contest we had hundreds of replies 
from all parts of the country. 

A part of that contest was three prizes to be given, and 


First Prize 
The Red Pencil and Bad Debts 


Having read your question on how to collect bad 
debts, I will explain a very simple and effective method 
I have used and which has been a complete success in 
nearly every instance. 

In the first place, I heartily recommend a typewriter 
to be used in making out monthly statements. The 
account can be itemized so neatly and business-like on 
plain white paper or on regular. statement sheets, and 
a typewritten page is much more easily absorbed than 
a pen-written one. 

After the statement has been made out, write with a 
red lead pencil (the five-cent kind used by teachers and 
which every careless pupil is well acquainted with) the 
word PLEASE in the center of the page. Not in a 
large, curving, sprawling fashion, but small and neat. 

The effect this would have on one can best be told 
in the words of a prominent business man talking to 
me a short time ago, “I’ll never forget what a queer 
feeling that red-written word gave me.” And as he 
settled his account immediately, it undoubtedly had the 
desired effect. 

I like this method much better than going in person 
to collect. It seems to me it lowers a teacher’s stand- 
ard which she must set up for herself in the community 
to have to go to the homes of her pupils and ask for 
money. My method is also very inexpensive, a type- 
writer can easily be obtained, surely among one’s busi- 
ness friends there is a typewriter one would be wel- 
come to use once a month, and nobody needs to be an 
expert to work out a few statements. 


VELMA M. HIssona. 


(The following are extracts from interesting letters) 


Things that will make a music teacher a good collector 
are: courtesy, dress, health and character. 
Mrs. Laura Davis. 


The method I find best for the ordinary pupil is this: My 
pupil comes for his lesson. I greet him with a smile. The 
lesson proceeds. At the end of ‘the lesson, he does not hand 
me the money, but lays it on the corner of the piano, I see 
this out of the corner of my eye, but say nothing. I bid 
him good-bye, and he goes. I reénter my studio, take the 
money, place it in my pocket, and the next pupil comes in. 


Miss D. Kors. 


Whether it is advisable to demand payment in advance, or 
to collect immediately after each music period, or some time 
afterward—that is the question. 

In colleges and cities, one thinks nothing of paying in 
advance. He expects like treatment when entering an un- 
known place. Often teachers are too eager to form larger 
classes than their competitors, and consequently have a col- 
lector’s fee to pay at different intervals. To me, one pupil 
who can pay as he goes or at least monthly, is worth two 
who need a collector at their heels. 

FAE OLENE PROUSE. 


I would say, be sure you don’t charge more than you are 
worth. Measure your rate of tuition by what the pupil can, 
and will, get, rather than the amount you have invested in 
yourself. Get a decent tuition, give value received, but don’t 
profiteer. Be business-like in this matter of collections. Use 
a business form in your statements and mail them the first 
day of the month, when other statements are sent out. 
Charge for the number of lessons taken that month. 


Mrs. HENry BAss. 


I find it a better inducement to offer a ten per cent. dis- 
count when paid for ten weeks in advance. When pupils 
are taking two lessons a week, this saves them five dollars in 
the term, and they usually take advantage of it. 

WILLIAM WALTER PERRY. 
{ 

When I need my money very badly I always remark: “I 
would greatly appreciate. your kindness of settling this bill 
as I have some very urgent payments to make.” 

Rosa SCHMIDT, 


‘Bad Debts.’’ How the Music Teacher 
May Collect Them 


Prize Letters Selected from an ETUDE Contest 


we herewith present these three prize essays on the subject 
of “Bad Debts, and How to Collect Them.” 

Independent of these prize essays there are so many good 
thoughts in the others that it occurred to us to print ea- 
tracts from these, and we herewith publish these extracts 
in this connection. 


Second.Prize 
Watch Your Accounts 
In regard to the method of making collections, I have 
the following suggestions to offer, which I employ reg- 
ularly with good results. 
First of all watch your accounts carefully. That is, 
if your terms specify payment by the tenth of the month 


and remittance has not been forthcoming by the twelfth: 


or thirteenth, then send a reminder. Let your cus- 
tomer realize that his neglect is apparent and that you 
are in earnest. Once they learn this, that you intend 
to keep after them, the results will be encouraging. 

If there is still no response, try the clever little 
“Please” sticker on a statement. 


I have found this to bring surprisingly good results. 
Furthermore, it is always accepted in such good humor. 
I have discarded practically all other notations in pref- 
erence to the above. 

Trusting that this information will prove beneficial, 
I am, 

Respectfully yours, 
G. A. STECHER, 


Practical Ideas on Collecting ‘““Bad Debts’”’ 


In several stubborn cases, which seemed almost hopeless, 
I sent a notice saying that all unpaid bills would be put into 
the hands of the collector within the next ten days. I re- 
ceived my money within the ten days in every case. 


DELLA B. LIvENGoop. 


First I send out monthly bills; second, I make a point of 
meeting the parents of all my pupils personally. 


Mrs. C. S. TuLter. 


When my pupils take their last lesson in the month, I 
hand each one a bill stating number of lessons, dates of 
same and the amount due me, 


Wu. BARTSCH. 


The average patron is desirous of being on “good terms” 
with the teacher, and I find that always being “on good 
terms’’ with the patron will get results more quickly than 
antagonism. I have tried both. 


Mrs. WINIFRED WoORRELL. 


Everybody, as a rule, wants to be honest, and there are 
principally four reasons why people don’t pay their bills 
promptly. 

First: They are careless. Second: They don’t think it is 
justly due you. Third: They think they need the money 
worse than you do. Fourth: They are not able. 


Austris A. WIHTEL. 


I would. answer—study your man. Some succumb to 
courtesy, some to persistent nagging, some to threats, and 
some—alas !—just don’t succumb—no, not under any circum- 
stances! 


Lity GLADYs CHERASNY. 


After twenty years of experience with debtors, good and 
bad, I have found the most effective way of collecting bills 
is—to have no bills to collect. That is, adopt the pay-as-you- 
go plan. 

SISTER MARY CHARLES. 


In collecting one’s bills I believe that the conscience of the 
debtor should be sharply awakened. 


Mr, H. C. Denton, 


It is remarkable the various means that are taken by 
teachers to collect from slow-pay patrons. Some of these 
views are almost opposite and it will be most interesting to 
the profession at large to read these various ideas on the 
subject.) 


Third Prize - 
Cash in Advance 

THE strictly, “cash in advance” system is the only 
one which will insure one hundred per cent. collections 
for any business enterprise, but the private music 
teacher. who adopts this plan will no doubt lose some 
business by it. One teacher, in looking over accounts 
aggregating twenty thousand dollars’ worth of business, 
finds sixty-five dollars uncollected. This includes a few 
dollars which may ultimatey prove good. He obtains 
the best prices asked in a town of 18,000 inhabitants. His 
tuition is made on a monthly basis—bills being rendered 
and payable at the end of the month, and all missed 
lessons made up or charged. His patrons are treated 
with uniform courtesy, regardless of whether they are 
prompt, slow, or indifferent about payment of bills, and 
he has never yet employed a lawyer to force a collec- 
tion. He contends that suits breed bad feeling; that 
through them you lose forever the patron’s good will; 
that that good will counts for more than one can esti- 
mate. 

He has had some pupils neglect a bill for four or 
five years, then come back, settle up and continue their 
studies for a considerable length of time. One or two 
cases like this have more than paid for all the bills 
lost. After a bill has run for a year or two he some- 
times threatens to bring suit for same, but this is as 
far as it ever goes. 

It is his opinion that no credit system will save the 
teacher unless he has honest service behind his bills. 
He says if you endeavor to give a two dollar lesson for 
one dollar, or a four dollar lesson for two dollars your 
collections are bound to go “over the top.” | 

SEBERT PRICE. 


The majority of people are honest. Very few will delib- 
erately set out to swindle a teacher. But some are disposed 
to be careless in the matter of contracting of debts to an 
amount they are unable to pay. To guard against this, it 
is well to present bills regularly and not too far apart in 
time. Some teachers insist upon payment in advance by 
the term, but the writer has never had cause to feel that 
this is necessary, and is quite sure that should he do so he 
would lose several of his most talented and deserving pupils 
who come from families of limited means. 


E. H. Prerce. 


I once collected a long overdue bill by sending flowers to a 
sick member of the family with a sincere expression of my 
Sympathy. Possibly they had forgotten about me, and the 
flowers recalled me—and the bill—to their remembrance. 


dk Meee 


I use a series of letters. The first a friendly request for 
money to meet my own bills; the second a trifle curt and 
to the point; the third a letter threatening to turn the mat- 
ter over to an attorney to do one of three different things: 

To issue a sight draft on the debtor’s bank, . 

To offer the account for sale in his county. 

Or to take advantage of the replevin law. 
method the debtor must pay the costs. 

I ask the debtor if he would not rather avoid the humilia- 
tion of these proceedings by coming across with at least a 
part payment. . 

This generally brings results. 


In this last 


L. W. FENSTERMACHER. 


I have never demanded a tuition fee in advance nor 
used the law to get my money, but have always been very 
lenient and said, ‘‘pay when you can.” 

In the majority of cases money has been paid me from 
time to time and finally the whole amount. 

When pupils owing money have stopped for good and 
did not pay at least something within a reasonable time, I 
would write a very polite letter and generally receive some 
money, a promise to pay at an early date and always 
words of thanks for my kindness. 

Harsh methods might have brought in the’ money a little 
sooner but would surely have lost me the good will of the 
delinquents. 

My experience teaches me that trusting pays. 


Louis G. HEINZE, 
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The Best ‘Way to Play Phrases 


————— en 


By E. E  Hipsher 


——— 


“fust as we learned, by the distribution of empha- 
Sis, to read in a manner to make the author’s meaning 
intelligible; so, in the execution of our music, must we 

learn to give attention to the form employed to con- 
vey the inner meaning of the composition. Just as we 
‘developed a sense of rhythm in our reading of poetry, 
so we must learn to feel and reproduce those divisions 
which give form and significance to melody. True, at 
first the results obtained will come largely from con- 
scious effort; but, by continuing in the careful delinea- 
tion of the melodic and rhythmic outlines, gradually 
they will so take hold of the inner sensibilities that 
their demarcation will in truth become ta matter of 
sensory instinct. 

Its Recognition 

To the average mind, the term “phrase,” as applied 
to music, represents an idea very indefinite, very intan- 
gible. The nature of music itself leaves no concrete 
idea for the mind to grasp; so that the beginner is left 
to. grope more or less in a realm of shadows till 
some time he is initiated into the light of the musical 
language. 

Now, in itself, the phrase group presents nothing of 
a frightful nature. It is safe to say there are few 
who, at some time in early life, did not experience 
‘more or’ less pleasure in reading “Mary had a 
‘little lamb,” “Twinkle, twinkle, little star,” and other 
popular child poems. Now, what was it that created 
the charm? The whole story of either of these 
could have been told in one or two sentences of dull 
prose at which no child ever would have taken a sec- 
ond look. But the regular recurrence of accent and 
pauses took hold of the rhythmical child nature and 
stirred in it a pleasurable sensation which created a 
desire for,its repetition. Just so in music, accents 
and pauses regularly return, and the ability to recog- 
nize and give due significance to them marks the 
point of divisidn between the player who produces 
nothing more than an unintelligible jingle of sounds 
and the one whose interpretation leaves with the lis- 
tener a sense of beauty. 

‘As materials for study or illustration, it is better 
to begin with something quite simple and as familiar 
as possible.” The hymn, Sweet By and By, serves the 
purpose well. Study the music to each line of the 
poetry. That to the first line creates a feeling of sus- 
pense—something must follow, as if a question had 
been asked. The music to the second line partially 
satisfies this desire, but leaves a sense of incomplete- 
ness. 
that of the first, and, by this repetition, has the 
effect of emphasizing the suspense or question in the 
first phrase. The melody of the fourth line begins 
like that of the second, but ends with a full close 
and sense of completeness, creating the effect of a 
satisfactory answer to the repeated question. 


Start With Familiar Materials 


. By starting with these familiar materials, one may 
take a class of beginners, or of people entirely 
unskilled in the technical execution of music, and may 
soon develop in them the ability to recognize phrases 
when correctly executed: Just now the writer recalls 
an experience when presenting this subject to a class 
of college people. After the session one of the lit- 
erary instructors came to him to say, “I never had 

‘thought of music as having anything in the nature of 
sentence tonstruction like language. It now seems 
to have so much more meaning.” And why not? 


Group your class about you in an easy, uncon- 


ventional way and enter into the lesson in the spirit 
of a friendly, heart-to-heart talk, encouraging them 
to ask questions freely. Play compositions in which 
the phrases are clear-cut, asking the class to say 
“phrase” as they recognize the end of each one. 

After studying two or three selections similar to the 
one just analyzed, examine some good songs in pure 
form. From these pass to simple instrumental pieces 
in regular periods. Schubert’s marches are excellent 
models, aswell as many of the slower movements from 
sonatinas and larger works. Many interesting passages 
will be found in selections under study by different 
members of the class. 
Young and in the Heller and Concone studies there are 


To .the third line the music is identical with : 


— tinct “whack, 


phrase. 


In Schumann’s Album for the . 


many having a melody which divides itself into phrases 
as distinct as if intended to be used with words. 
Encourage the pupils to study selections and bring 
them to the class with the phrases marked, for criti- 
cism. Use compositions that are pleasing to the ear. 
In fact, popularize your instruction by making it enter- 
taining, and the question of phrase recognition soon 
will cease to be a bugaboo to the student. 


Its Execution 


“Well begun is half done” was never more true than 
in the execution of a musical phrase. A good attack 
of the first tone or chord of a phrase is absolutely 
essential. The tone must ring clear and true. And 
the amount of volume desired has no bearing on this 
feature, except that the softer the effect to be pro- 
duced, the more concentration of mind and nerve force 
will be required to bring about the desired result. 
What we want is that the first tone shall strike the 
ear with that ring of certainty and confidence which 
will create the impression of mastery and command 
of resources. A weak, slovenly beginning of phrases 
produces precisely the same impression on an audi- 
ence as does the speaker who is given to halting for 
words to express his thoughts. 

Few, indeed, are the phrases which move on a dead 
level. Just as in every phrase in language there is some 
emphatic word containing the germ of the thought, 
so in a musical phrase there is a point which marks 
the climax of the feeling expressed, and to which 
and from which we must reckon our execution. The 
feeling may be nothing more than the exhil4ration 
produced by a piece of music in dance form; but 
somewhere it is to be found if the music is capable 
of expressing anything beyond a monotonous tinkle. 
And the measure in which the performer can feel this 
and transmit it to his hearers will determine his 
value as an executive musician. 

To attempt to lay down any specific rules for doing 
this would lead one into a labyrinth of exceptions; for 
the variety of phrases is limited only by the phases of 
feeling of which the soul of the composer is capable. 
Because it seems natural that the voice should rise 
in pitch, with the intensity of emotion to be expressed, 
and because a rise in pitch usually has a tendency to 
excite emotion in the hearer, the climax of most 
phrases will be found centered about their notes of 
highest pitch. However, numerous exceptions make 
this a rule-to be considered as in no way binding, and 
especially so in music of the romantic school. But, 
by studying and analyzing melodies—especially the 
slow, lyric ones of standard and old composers, the 
earnest student soon will learn to grasp the phrases 
in their true significance and later will learn to apply 
his knowledge in the interpretation of more abstruse 
passages. Wherever the climax lies, it must be 
approached carefully and executed with that emphasis 
which will give to it the proper value which it holds 
in the construction of the phrase. 

And now to the closing of the phrase—that feature 
which is almost the most important, because it leaves 
the final impression on the hearer. How often are 
our ears bombarded with faulty accents at this point. 
Many young players seem possessed of a perverse lit- 
tle imp that impels them to give the last note a dis- 
’» as much as to say, “There, you’re done!” 
Especially is this to be expected if that last note is 
approached by an upward leap. Now, with the fre- 
quent exceptions that are introduced and_ specially 
marked, for bizarre effect, this is quite wrong. Read 
a sentence to the pupil, placing an acute accent on the 
last syllable, and he will soon grasp your meaning. 
His ear will quickly detect the fault in the speaking 
voice; then it is necessary only to draw your lesson 
from it and to have him apply it to his musical 
The end of the musical phrase has its finishing 
touch much as the close of a literary phrase or clause 
is inflected by the voice. As the voice indicates a 
pause or break in the flow of thought, so the close of 
the musical phrase must have its suggestion of at 
least partial rest. 

The polished, well-rounded phrase is the insignia 
of the artist. And all of us may be artists of greater 
or lesser magnitude. 


THE ETUDE 
Looking at the Keys 
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By Harold S. Clickner 


Or all the bad habits that students of the pianoforte 
seem unconsciously to get into, even under the eye of 
the teacher, none is so subversive of a sound technic as 
the habit of looking at the keys. This habit is apt to 
have its unobtrusive beginning at the time when the 
compass of chords or single fingering progresses for 
the first time beyond the easy and safe distance of the 
fifth. A student will save himself a great deal of trou- 
ble later on if he will boldly tackle the tendency, at this 
stage, to get his intervals correctly by a downward 
glance at the keys. True, this fleeting glance ‘will help 
him to locate the desired keys, and he will appear to be 
making more progress than if he groped unseeingly for 
them, keeping his eye glued to the music. But it will 
be better for him seemingly to fail in his lesson at this 
point than to find accuracy by looking at the keys. 
Unknown to himself he is at the parting of the ways— 
he may make his choice right here, of a good habit or a 
bad one. 


-. Let us enumerate just a few of the disadvantages 


of this habit: 
Inducing Eyestrain 


Did you ever think what a complicated process you 
invoke when you divide your glances between the music 
and the keyboard? The eye is forced to change its 
focus again and again. And, though the normal eye 
makes these changes with lightning rapidity, there must 
be a loss in the speed of the notes played, and a strain 
upon the eyesight which is going to count in the long 
run, And no musician can afford to induce this strain, 
for he needs the best of sight for score reading. 

No matter how well you read music, or how flexible 
are your fingers, if you get into the habit of depending 
on your eyes for the location of your keys, you will 
stumble and stutter. Your performance will be unsure 
and sloppy. And this is nerve-racking to an audience. 
If you want to sit silent and unsolicited in a corner 
while surer and more accurate performers are being 
asked to play, this is the infallible way to do it. 

The major point in reading is the look ahead. For 
this the eyes must have a clear track ahead. They 
must not be required to perform the double task of 
locating the fingers and scrutinizing the coming bars. 
You can set up a permanent barrier to swift, accurate 
reading, if you persist in the habit of looking at the 
keys. 

Inadequate Interpretation 


In the last analysis, the interpretation of a composi- 
tion is in the mind. And how can the mind of the per- 
former give its proper attention to the interpretation of 
what he is playing when that mind is hampered by the 
necessity of finding the path for the fingers? The 
mind should be so absolutely independent of the bur- 
den of the mere mechanics of playing, that it can be 
free to act to the uttermost in the artistic rendition of 
the composition. And that-this is impossible when the 
student must look at the keyboard, is a foregone con- 
clusion. 

The fingers are all the time being educated to do 
things without the supervision of the eye. Think a 
moment—do you have to look at your pocket to find 
the way into it? Do you have to eat before a mirror 
to get the food into your mouth? No. There is a cer- 
tain sure sense of direction that enables your fingers to 
do these and many other daily movements unseen by 
the eye. Yet there was a time—you have forgotten it 
—when your baby efforts to find the way to your mouth 
were ludicrous in the extreme. The sense of direction 
and measurement was not established. 

- So it is in adjusting your fingers to this new process. 
You must be patient with their awkwardness at first. 
The more you leave them to do their task independent 
of help from the eye, the sooner they will gain ease and 
accuracy. 

- Make up your mind to conquer this bad habit in its 
early stage. Go at it boldly and with patience. Study a 
simple piece from memory; then play it with closed 
eyes until the fingers find their correct places without 
groping or stumbling. 

This is fine practice, though it may come hard at 
first. But persevere. And: remember this—that even 
when not looking directly at the keyboard, the eye will 
see it by the process of indirect vision, and this faculty, 
together with the sense of location gradually gained 
by the fingers when unguided by the eye, will result in 
an ease and a sureness that will bring the student by | 
leaps and bounds to the goal of artistic interpretation — 
and musicianship. . 
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An Inverse Ratio 


“T have a pupil who is much better at sight 
reading than after practice. She reads her ad- 
vance lesson without a mistake, and then plays 
worse and worse until I think I must give it 
over, and if I do the pupil loses all interest. Is 
there something special I can give her?’—N. BE. 


Fickle temperaments often lose interest and cease to 
pay attention after they have played a piece for a time. 
Then they begin to progress downwards like a cow’s 
tail. The more they play the piece the less attention 
they give, and the less patience they have with any 
mistake, or trying to correct it. 
apparently incorrigible. Instead of playing more care- 
fully they begin almost immediately to play faster and 
faster, and the mistakes, of which you speak, are very 
often due to their brains following the piece into a 
much faster tempo than their fingers are able to fol- 
low. Hence a constant stumble, or series of inac- 
curacies. Pupils in the habit of falling into these inac- 
curacies are very difficult to deal with. It is a bad 
indication when a player tires of pieces so quickly, 
The great artists learn the standard repertoire from 
the great composers, and it becomes a part of their 
lives. Such a thing as becoming tired of a Chopin 
Ballade, Schumann Fantastestiicke, or Beethoven 
Sonata, is never even a matter of consideration. Of 
course, music given to young pupils scarcely comes in 
this class, but a player who has the habit of throwing 
aside everything after going over it a few times: will 
never feel differently toward any music later. You will 
need to train your pupil to practice more carefully, 
and not hurry the tempo beyond the speed possible to 
her fingers. There is no special kind of music you can 
give her. If she reads her music without a mistake at 
first sight, try her on an etude that she cannot play in 
- this way, one that she must study carefully and work 
up gradually. Insist that she practice slowly, and try 
to hold all of her work within bounds as regards tempo, 
Slowly and carefully should be her watchwords. It is 
sometimes a good plan to make a pupil “take a piece 
over again,” and still again, if necessary, in order to 
learn that the best policy is to practice carefully and 
accurately from the first, and keep at a piece until 
learned. Above all, have her learn a small repertoire 
which she is ready to play at any time for months. 
Drop one piece off and add another as she advances 
in grade of difficulty. Eventually she will attain to 
the compositions she should never drop. 


Getting Under Way 


“1. How much ground should a child of eight 
cover in first year? 

“2. Would a person of sixteen be expected to 
eover more than this? 

“3. How near perfection should a child come in 
his or her lessons? 

“4. What is the best way to teach a child to 
read ? 

“5. Some teachers claim to use a method similar 
to those of graded schools, which teach children 
to recognize words as groups of letters, although 
they cannot spell the words. Do you consider this | 
possible in music?’—S. M., 


1. This depends upon the amount of talent and 
amount of time given to practice. It is not unusual 
for a bright pupil to complete the new Beginner’s Book 
and the First Steps in a year. 


2. This also depends on time and talent. Sometimes 
older pupils, however, make more rapid progress at the 
beginning, as their brains are more mature and their 
muscles stronger. Progress cannot be measured bythe 
mere number of pages of music passed over. In the 
end the young child who establishes a familiarity with 
music and makes it a part of herself during early form- 
ative years, very often outstrips the older beginner. 
The youngér one is placed in contact with music the 
better. 


3. Each lesson should be learned so that it can be 
played smoothly, correctly and with a proper observ- 
ance of dynamics before passing on, presupposing with 
it a careful training of the finger motions. As _ to 


Sometimes they are 


The Teachers’ Round Table 


Conducted by N. J. COREY 


This department is designed to help the teacher upon questions pertaining to “How to Teach,” “What to Teach,” etc., and not technical problems pertaining to 
Musical Theory, History, etc., all of which properly belong to the Musical Questions Answered department. Full name and address must accompany all inquiries. 


rapidity of tempo, account of physical condition must 
be considered. A dull, sluggish child must be treated 
from a different standpoint than a bright, active one. 
4 and 5. The majority of people do not seem to 
have a definite idea of what they mean by reading. Is 
it the ability to name the notes quickly? or is it the 
skill to’ sit down and play a new piece of simple music 
fairly well at sight, without thinking of the letter names 
of the notes, but at once translating them into their 
keyboard equivalents? Some teachers maintain that it 
is possible for pupils to learn that the various degrees 
of the staff represent the keys, without the mind learn- 
ing the letter names until later. In other words, the 
important principle of educators—“The thing before the 
sign.” Others begin with letter names first, carrying 
the pupil considerable distance by means of letters 
printed instead’ of music, and learning the notes later. 
Every sight reader, in playing, reads his notes in groups 
without thinking of their individual names. He imme- 
diately refers the note to its key. Without this com- 
prehensive grasp he could not read quickly, that is, 
play at sight. Some teachers are experimenting on 
applying this principle with beginners. The child learns 
to talk before he learns to read. Playing by rote is 
the same as the first talking. In music, can he learn 
to play (talk) before learning to read? Herein you 
have opened up opportunity for plenty of thinking and 
wordy discussion, for which there is no room here. 
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Rigid Wrists 


“I have had a pupil come to me from another 
teacher, and I am unable to get her to loosen her 
wrist, arm or shoulder muscles. Her tone is very 
harsh. What exercises would you suggest? She 
reads well, and is in the second grade. I find she 
has done almost no exercise work.’—K. G. 


1, Try and bring her to an exact understanding of 
her condition, and thereby arouse her to a desire to 
improve. Show her the difference between a correct 
and a harsh tone. Show her that she will need to 
review her preliminary training in order to acquire 
correct finger action. 

2. Show her how she should practice correct up-and- 
down finger motion upon the table, with muscles in a 
condition of controlled relaxation. Take each finger 
alone in many repetitions—then the slow trill, fol- 
lowed by other combinations, until they can be made 
with freedom and flexibility. Afterward take them to 
the keyboard. | 

3. Select some very simple pieces to be practiced in 
the same way; if from memory, all the better, as then 
the entire attention can be bestowed upon the hand— 
first on the table, then on keyboard. Melodious five- 
finger pieces will be necessary for this, as her atten- 
tion can be then drawn to the euphonious delivery of 
the tones with more effect. . 

4, Practice up-and-down forearm motions on the 
edge of the table, and then laying the arm on the table, 
up-and-down hand-motions, working for flexibility and 
a loose hinge joint. Take these next to the keyboard. 
Lead her gradually to the point where she thinks she 
is now, aided by parental co-operation. It is better 
that all concerned should understand just what you are 
trying to accomplish, and just what the defects are you 
are aiming to overcome. 


Too Many Nerves 


“1. I hive a sixteen-year-old pupil who has been 
studying piano for four years. She reads fluently, 
and keeps good time, but is extremely nervous and 
plays without expression. How can I remedy this? 

“2. What can I do to make a pupil accent? He 
insists that accenting makes him nervous.’’—S. E. 


Here are cases in which it would seem as if a nerve 
specialist might be of service. One is made nervous 
if desired to play with expression, and one if asked to 
accent, which is a very similar condition with both. If 
the condition that troubles is one that is really due to 
disordered nerves, then. it is one this department is 
hardly fitted to deal with. In the case of the second 


pupil I should diagnose it more as what might be 
termed a drifting mind, of which there are many. 
Many grow up without any control over their brains 
whatever, and therefore acquire a condition of inertia, 
or, in plain language, laziness, out of which they can- 
not be aroused without irritation. This is, doubtless, 
the condition of your second pupil. When you try to 
make him play with accents he is irritated because he 
cannot let his mind drift along in the usual lackadaisical 
way. If you can induce him to keep up the accenting 
he may overcome his lazy habit. Teach him that his 
playing will never be worth listening to unless he 
accents, and see to it that all technical exercises, scales, 
etc., and etudes are practiced with accents. Teach both 
pupils that of two expert players that they hear per- 
forming the same piece—one so that it sounds deadly 
dull, the other so that it is alive and interesting—the 
first plays without accent, the second with it. The first 
step for your first pupil in acquiring expression is the 
habit of accenting. Hence similar treatment will be in 
order. From this lead on to other things. The term, 
“extremely nervous,” is a vague one, and covers a 
multitude of poorly understood conditions, even with 
doctors. The cause must be known, however, before it 
can be gotten at. Expression comes by waking up the 


- musical sensibility, and will require a great deal of 


training on your part upon one given composition to 
start with. Some people are so dead musically that - 
they never can be resurrected. Let us hope your 
examples are not of this sort. 


A Runaway Memory 


“1. I have a pupil who, after running through 
a phrase a few times, has it memorized imper- 
fectly. He will no longer watch the notes so as 
to make corrections, but continues the practice imper- 
fectly from memory. 

“2. He also has trouble with the rhythm. He , 
can figure out the time values of notes, but cannot 
get the measure beats steady and correct. If he 
hears the music played he can then imitate it. 
Should I play the music for him? He is am- 
bitious and works.’—L. O. . | 


1. This is a combination of good memory and wool- 
gathering attention, and is often troublesome. When 
the musical millenium arrives such a pupil will not be 
permitted to make his first practice of anything alone, 
He should have more than two lessons a week, one of 


them being devoted to the careful practice of the new 


assignments. If a pupil has not learned how to apply 
his attention, he should, if possible, do all preliminary 
practice under direction until he has acquired inde- 
pendence. If this frequent attention cannot be giver 
for a time, I know of no better way than sending the 
pupil home to study out correctly the imperfectly 
learned passages—twice, if necessary—before allowing 
any new assignments. The best thing that can happen 
to. such a pupil is to be obliged stringently to bring 
the attention into harness, and in this the co-operation 
of the parents should be sought and maintained. 

2. Send for a’ copy of Justis’ Studies in Musical 
Rhythm, and work out very small doses of this with 
him in accordance with direction until improvement is 
discerned. Meanwhile music is a matter of the ear, 
and when the pupil has failed to understand the time 
it is better to play it for him. Some teachers do ‘not 
advocate playing over music to pupils in advance, but : 
in the case of one such as you mention, how is a per- 
son going to learn to walk without legs? Some ani- 
mals are said to grow missing members when they are 
lopped off. The office of the music teacher is partly to 
graft on such members where they are missing, and 
see that they take root and grow. | 
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Boys’ Week in a Musical School 
By Dr. William A. Wolf 


THE experienced teacher often finds that a little 
touch of human nature in his work produces results 
that could not otherwise be obtainable. “One of the great 
difficulties that many music teachers experience is stim- 
ulating the interest of boys. This is largely due to the 
fact that in many communities the boys have had the 
historic prejudice handed down to them, that ‘“‘music 
was a study for girls.” It is very easy to change this 
by emphasizing music as a study for boys. By empha- 
izing I mean paying more attention to it, so that the 
boy—and the big boy, his father—has a better opportun- 


ity of understanding and appreciating the advantages of 


a musical education. 

Therefore, we tried in our school the experiment 
of a “Boys’ Week.” It proved a very great success in- 
deed. As this year happened to be the twenty-first an- 
niversary of the school we selected twenty-one boys to 
signalize the event. These came from every department 
of the school, from the smallest boys to the biggest boys. 

On the first evening a recital was given. Every boy 
in the entire school is given an invitation bearing a 
photograph “cut” of all the boys participating. This, the 
boys send to their fathers with a letter enclosing two 
tickets and the statement that the boy’s father is par- 
ticularly invited to see what boys are doing in “Music 
Land.” All the attendants for the entire week are boys. 
They take charge of ushering, the cloak room, checking 
the automobiles, preparing the programs, reading proof, 
mailing the programs, and are made to feel that they 
are part of the valuable work of the school. If the boy 
has no father he invites his uncle, his guardian, his min- 
ister, his Sunday-school teacher, his big brother, or 
his best man friend. Thus an audience of men are 
brought together. The interest on this occasion was, 
to say the least, unusual. Then, we had a ladies’ night 
in which the boys had the privilege of inviting their 
mothers, sisters and sweethearts. 

The effect of the whole idea has been to stimulate a 
wonderful interest among the boys, and all teachers 
know that interest, more than anything else, lies at the 
base of inducing the student to practice. 

The father’s interest in the boy’s music often ends 
when he signs the check for the boy’s tuition. This 


is, of course, all wrong, He should take a man’s inter-_ 


est in the real welfare of his son by showing an intelli- 
gent desire to understand what the boy is doing. In 
our meeting of fathers the man sees what his own son 
is doing and sees what the other man’s son is doing, 
too. Naturally, if the other man’s son does it a little 
better—he wants his own son to “do the same trick.” A 
home with a one-sided, feminine interest in music is 
hardly a complete musical home. Get the man inter- 
ested. The way to do it is through the boy. 


Leschetizky’s Wonderful Memory 

In the very interesting biography of Theodore 
Leschetizky by the Comtesse Angele Potocka there is 
an estimate of the master’s astonishing memory. The 
following quotation is interesting: 

“When Rubinstein’s B flat trio made its first appear- 
ance, Leschetizky immediately learned it and played 
it at a concert in St. Petersburg with Wienawski and 
Davidoff. Fifteen years later—without any opportu- 
nity to study the work—he played it again in Vienna 
with Ysaye and Hecking. Twenty years after that 
he performed it again with Hecking and a young 
violinist named Wittenberg, without even an opportun- 
ity for a rehearsal. * * * It is said that the notes 
seemed to drop out of his fingers as if he had been 
in daily practice upon it for a long time.” 


Rubinstein’s Blunders 

A GREAT many young players who are having accuracy 
and still more accuracy enjoined upon them all the time, 
wonder when they hear tales of Rubinstein’s blunders 
at the keyboard. Rubinstein in his advanced years 
knew his shortcomings. Once in Vienna he gave a re- 
cital that was so successful and given at such high rates 
that few of the students of the city found it possible to 
attend. Leschetizky asked the great pianist to give a 
private recital for his pupils. This Rubinstein con- 
sented to do. When the evening of the concert arrived 
he told Leschetizky that he was fearfully anxious be- 


cause he was to appear before an audience of budding 
 yirtuosi, concluding “If my memory fails, as it occa- 


sionally does—I cannot conceal it. You know that even 
in my own compositions I repeatedly make blunders in 
notes.” Notwithstanding this defect, his grasp of the 
art was so great and tis interpretative powers so enor- 
mous that there was not one, ase from Liszt, to com- 
pare with him. 


FAMOUS MASTERS, 


WRITERS, TEACHERS 


Prepare a Feast of 


Information, Inspiration 
and Entertainment for 
ETUDE Readers 


Thousands of ETupE friends have 
written us that they owe a great part 
of their musical progress to the 


practical helps THE ETUDE has 
brought to them. One wrote last 
week: 


“That one article in the March 
ETUDE was worth many a lesson 
for which I have paid $5.00. ’’ 
Knowing the pleasure of anticipa- 
tion, we are listing here just a few 
of the very interesting articles that 
will brighten coming issues. We 
have never had a more inspiring 
outlook. 


MASTER LESSON ON GRIEG’S NOR- 
WEGIAN BRIDAL PROCESSION, 
by PERCY GRAINGER. ~ 


AN INTERVIEW ON MODERN VOICE 
STUDY with MADAME AMELITA 
GALLI-CURCI. 


MUSICAL COMPOSITION FOR WOM- 
EN, CARRIE JACOBS BOND. 


PRACTICAL ASPECTS OF MODERN 
PIANO STUDY (an interview), ALFRED 
CORTOT, Professor of Piano Playing, Paris 
Conservatory. 


THE THREE TOUCHES EMPLOYED 
IN MELODY PLAYING, by THUEL 
BURNHAM. (An excellent article by a high- 
ly successful American Virtuoso.) 


THE AVERAGE AMATEUR PIANIST, 
by C. VON STERNBERG. 


NEW PATHS IN PIANISTIC EXPRES- 
SION, by ALBERTO JONAS. 


ALL ABOUT VARIATIONS, EDWIN 


HALL PIERCE. 


CLASSIFYING YOUR PUPILS, WALTER 
SPRY. é 


THE TECHNIC OF EXPRESSION, 
HANS SCHNEIDER. ~ 


HOW TO MASTER PHRASING IN 
PIANO STUDY, by OSCAR BERINGER. 


SUCCESS IN MUSIC STUDY, D. C. 
PARKER. 


PRACTICAL FINGERING, MRS. NOAH 
~~ BRANDT. 


SHOULD MUSICAL CRITICS _ BE 
ABOLISHED ? by H. T. FINCK. 


BRINGING OUT THE MASTER’S 
MEANING, E. DI PIRANI. 


REMEMBER THESE ARE 
ONLY A FEW OF SCORES 
OF PROFITABLE ARTICLES — 


THE ETUDE 
How Czerny Taught 


THEODORE LESCHETIZKY once recounted the character- 
istics of Czerny as a teacher. It is interesting to know 
that “His way of teaching was something like that of 
an orchestral director. He stood when he taught and 
showed his pupils the time, expression, etc., by means of 
gestures. He was very careful about accuracy, bril- 
liance and pianistic effects. Naturally, as a pupil of 
Beethoven, he was a great admirer of his works and 
taught many of them. His idea was that Beethoven 
should be played with great freedom and great emo- 
tion. Academic, stiff performances of his works an- 
gered Czerny very much indeed. His idea of Chopin, 
however, was that his works were too saccharine— 
sweetened water flavored with paprika * * *” 


The Teacher’s Greatest Strain 
By Mischa Z. Jaschasohn 


SOME time since the readers of THE ETrupE may have 
noticed an editorial telling how every teacher of music 
who is conscientious is affected by the mistakes of 
notes and time and rhythm that the pupils make during 
the lesson. It is without question a prod to the nervous 
system, and some of the mistakes the pupils make are 
like knife-thrusts to the teacher—even to the calm and 
self-possessed teacher who takes a pride in composure 
during the lessons. Worse than all this, is the anxious 
pupil at the student’s recital. No wonder teachers are 
worn out after a recital! “Will she play it right?” “Is 
she going to forget?” “Why does she race ahead at 
that rate:” “Why doesn’t she play those sustained notes 
legato?’ All these uncertainties borrow from the 
teacher’s nerve force tremendously. It is said that the 
great Leschetizky could never attend the public per- 
formances of many of his pupils. Instead he drafted 
his wife into service and had her give him an accurate 
report. 


Bargain Music Lessons 
By Arthur Schuckai 


“Five-and-Ten-Cent Store Music Lessons” I heard 
one old pupil call them. They were wasted money, 
wasted time, wasted ambition. Why are cheap music 
lessons especially wasteful? Just this—Time never 
comes back. Once gone it carries with it the oppor- 
tunities that are largely made out of time. As the twig 
is bent, the tree’s inclined. Very often the whole “tree” 
has to be cut down to the roots before the student can 
progress. 

The real test is the work of the teacher himself. Go 
to his pupils’ recitals, hear how the pupils actually play. 
The difficulty in most cases is that the man who can tell 
wool and shoddy when it comes to buying a suit of 
clothes can be easily fooled by some shyster teacher who 
is a glib talker and who is reckless with the truth. 
The teacher’s standing in the community, his ability to 
keep in good standing year in and year out is another 
test. One more test is the price itself. If the teacher 


can maintain a fair price for years, if there is no neces- 


sity of making bargain rates of twenty-five or fifty 
cents a lesson, there must be a reason. Beware of the 
bargain rate teacher. 


Musical Flashlights 


The word “Selah,” which one encounters so fre- 
quently in Biblical literature and thought by many to 
mean “Amen,” is believed by some authorities to have 
been the pause where the priests blew their trumpets. 

Suicide is said to be uncommon among musicians. 
It is true that Schumann (and also Tschaikovsky, it is 
rumored) attempted it; but cases of musicians who 
have killed themselves are very rare. Many conclude 
that this points to mental composure fostered by music. 

Singer-composers are, of course, fewer than pianist- 
composers, or violinist-composers, .However, many suc- 
cessful singers have become composers. Possibly the 
most notable example is Balfe, the Irish composer and 
singer. Soulier, a French tenor (later a baritone), 
wrote over thirty comic operas. Liza Lehmann was 
once a well-known London singer. Sir George Henschel, 
Oley Speaks, John Prindle Scott, Geoffrey O’Hara, 
known best for his wonderful war song. success, 
K-K-K-Katy, but really a very fine artist and com- 
poser of excellent vocal works; H. T. Burleigh, the 
most famous living negro composer; Eugene Cowles, 
Mme. Malibran, who wrote much of the music for 
her husband, Charles de Beriot, it is said; Mme. Mali- 
bran’s sister, Pauline Viardot-Garcia, Mme. Carrefio, 
who, in addition to being a famous pianist, was once a 
prima donna; Nicholas Douty, Jules Jordan, P. D. Al- 
drich, G. Romeli and others. 
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CONCERT POLKA 


A lively Polka movement affording a useful opportunity for study in style and practice in light finger work 
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VALSE 


A lively waltz in“running style” Play in strict time, with brisk finger action.Grade 8%, 
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% From here go back to % and play to A; then go back to B and play to Fine. 
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WITH JINGLING SPURS 
| POLISH MAZURKA 


N,Op.385 


CARL WILHELM. KER 


, with much variety of thematic content, and in true chivalric style. 
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MONASTERY BELLS 


One ofthe amusing set of pieces entitled Musical Burlesgues. Aside from the entertaining introductor 


- ing th: .ld-time favorites, of which Monastery Bells is one of the most popular. Grade. 3. 


HER DEBUT 


‘THE ETUDE 


dt. elllf 


Ld | err 


This w 


PAULDING 


~ 
i ahaa wl 
ie NO 


British Copyright sec ed 


oe = bee 


EO. | 
ammo 


G 
= 


Sit 


Their child would her talent dis - play; 


lier; 


ct | 


a 


glit - ter-ing chan - de - 


parents just longed for the 


like a 


te : | 
x o 
nH} " rd 
3 . : 
7. ” = 
- ‘a f 
~ ) rr) 2 ® 
= = >) — 
2 = 
~~ — 
Sng 2 : 
se ial : 
Ss 
= 5 _ 
BS - I] :° 
= g: A = 
a 4) a ali 
$ Me Als . : Il 3 5 
"> Ne |) peel Oh Nie 4 “tae leh 


eS ee —, 


THE ETUDE 


JULY 1920 


POLONAISE 


One of the most pleasing of Beethoven's earlier compositions, a movement from the string serenade, Op.8; later arranged by the composer as 


a Nocturne for Viola and Piano and published as Op. 42. 


Page 460 


108 


Ds enema oe I asc We a 


al 


J T 


in 


ahs 


ae ee M.M.@ 


= oO ll 
-) Mt 

> 

© bi. 
+ > 

b= 

fx) 

fx) 

jaa) 

eB 

# 

— 

am 

f— 

Z, 

© 

~S 

je 

oe 


ae 
iN 


ee 


jae 


ir 


ala 


o 


lh 


: Ht 


ie 


GIN _BN 


| 
es 
| 


aq 
oR 


ee 


rie 


peg 
on sa. 


we 


ast eta 
MIN MT 


ee 


Page 461 


JULY 1920 
L.van BEETHOVEN, Op. 42 


POLONAISE 
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A tuneful song without words 


1920 by Theo. Presser Co, * From Bie go to the beginning and play to 8, then play Trio. 
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st admired of the Hungarian folk dauce themes. 
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An interesting Violin number, combining in a pleasant and easily playable manner some of the mo 
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Profitable Vacation Courses 


WITH THE 


Standard 
History 
of Music 


By JAMES FRANCIS COOKE 


Price $1.50 


MENDELSSOHN GRIEG 


A FIRST HISTORY FOR STUDENTS AT ALL AGES 


Eight Delightful Weeks of History Study 


On the Porch. In the Garden. By the Shore. Anywhere. 


Thousands of teachers in all parts of the country have organized successful 
and profitable classes in past Summers with the following Schedule from the 
Standard History of Music: - 


Ist Week. How Music Began. Music in the Early Church. How Notation Was Evolved. The 
Troubadours and Meistersingers. Polyphonic Music. Palestrina. Early English Music. 


Opera and Oratorio. Scarlatti and His Contemporaries. The Bach Family. Early 
French Music. The Story of the Organ, the Violin and the Piano. 


2d Week. 


3d Week. J. S. Bach, G. F. Handel, F. J. Haydn, W. A. Mozart. 

4th Week. Gluck, Beethoven, Schubert, Weber, Mendelssohn. 

5th Week. Schumann and the Age of Musical Romance. Opera Writers of the Nineteenth 
Century. Great Teachers of the Pianoforte. . 

6th Week. Chopin, Liszt, Wagner. Modern Italian Composers. Rubinstein. Great French Composers. 

7th Week. Modern Masters. Brahms, Grieg, Tschaikowsky. The Art Song. Famous Pianists of 
Yesterday. Great Virtuosos of To-day. Great Violinists. Composers of Valuable 

 Pianoforte Pieces in the Smaller Forms. Composers of Teaching Pieces. 
8th Week. Music in America. Masters of To-day. Summary of Musical History. Formation of 


a Music Study Club for Next Winter. 


The Standard History of Music demands no previous experience in teaching musical 
history. Any music teacher may start aclass at once. The work has been endorsed by 
leading educators, including Emil Sauer, Arthur Foote, I. Philipp, V. de Pachman, W. H. 
Sherwood, Mme. Bloomfield-Zeisler, and many others. The London Musical Standard 
says of it: ‘‘It is expert in the way it makes facts appear seductive. We can imagine an 
intelligent beginner going steadily through the book for the sheer enjoyment of it.’’ 


We Will Help You in Securing a Class 


Send us a postal request for information regarding our “‘Special History Class Plan,” and receive in 
return the material which will enable you to start at once and make your plans for turning your Sum- 
mer from Waste and Loss to Profit and Pleasure. We have a special introductory price by the dozen. 


THEO. PRESSER CO., 1712 Chestnut St., Philadelphia, Pa. 
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PRINCESS 
THE INDIAN 


WATAH WAS MEZZO SOPRANO 


Leading Exponent of Aboriginal Music 
Has Sung to Thousands With Great Success 


By the Weeping Waters 


By THurtow LiEURANCE Price, 40 cents 
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Ae? = 


wright 1916 by Theo Presser Co. 3 


TT HERE ARE Hippen Beauties tn THE Music oF THE AMERICAN 
INDIAN and anyone may have for the asking our valuable folder ' 
listing and describing many transcriptions of aboriginal themes. 
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THEO. PRESSER CO. 1710-1712-1714 CHESTNUT ST. PHILADELPHIA, PA. 
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ORCHESTRA LEADERS, EVERYWHERE, are invited to give our new 


and fully-equipped Orchestra Department a trial. Catalogs will be sent on request. 


THEO. PRESSER CO., _ 1710-12-14 Chestnut St., Philadelphia, Pa. 
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IT’S A REAL JOY TO TOUCH 
THE KEYS OF 


THE JESSE FRENCH PIANO 


You have swift and responsive action, individ- | 
ual touch, recognized by teacher or scholar as 
“first aid’ to better technique, tone and color. 


JESSE FRENCH PIANO CO. 


NEWCASTLE, IND. 
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The New ATriumph in 


| So] 
Portable Cir ola Phonographs 


A CONVENIENCE AND PLEASURE FOR CAMPS, PICNICS, 
CANOEING, AUTO TRIPS, DANCES, as well as being A THOR- 
OUGHLY PRACTICAL INSTRUMENT FOR HOME: OR STUDIO. 


The Most Practical 
and Sensibly Arranged 
Phonograph Made 


Has No Sound Chamber! 


Standing out above all other 
features of the Cirola is its 
method of sound reproduction. 
The tone reproduction coming 
directly from the needle is ampli- 
fied through the single medium of 
the sound arm, and transmitted 
in sound vibrations to the open 
air unchanged by variously 
formed resounding chambers or 
boards. The reproduction of the 
original is marvelously accurate 
and 


‘THE PORTABLE CIROLA 


as it appears in operation, Plays any size 
or make of record 


The Volume of Reproduction Is 
Equal to any $200 Phonograph 


The smooth, silent running, 
double spring motor is equivalent 
in quelity and workmanship to 
motors used in large and expen- 
sive cabinet machines. 


THE PORTABLE CIROLA 

Closed, ready to carry on any outing 
Even Tho’ You Possess a Large Cabinet Machine Get a Cirola 
for Entertainment in the Glorious Out-of-Doors 


| rons a 
Rates to Dealers 
You will find this a thoroughly satisfactory instrument. The 
cabinet is beautifully polished and finished. ‘The whole machine 


may be carried anywhere. Remember the Cirola is fess than a 
foot square and less than six inches thick. 


SEND FOR ONE NOW AND ENJOY HAVING MUSIC WITH YOU THIS SUMMER 


THEODORE PRESSER CO. 
Talking Machine Department - 1710-12-14 Chestnut St., Philadelphia, Pa. 


Sent prepaid East of the “Rockies” for 


$47.50 


Convenient terms 
arranged if desired 


A Large and Exceptional Stock of Records 


Enables the Talking Machine Department of the Theo. Presser Co. to supply many 
Records unprocurable elsewhere. Get what you want through an excellent Mail Order 
Service. Carefu) attention given all inquiries or orders. 


THEO. PRESSER CO. Talking Machine Dept., 1710-12-14 Chestnut St., Phila., Pa. 
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THE ETUDE 


The only right way to judge 


phonographs 


not so much by name as by tone 


E advise thus frankly how to 

¥ choose your phonograph because 

we feel that it is one of the obligations 
of a leader. 

After all is said and done in choos- 
ing your phonograph, after you have 
it in your home, its final favor is won 
by its tone. All else is secondary. — 


But do not take this too broadly. 
Any phonograph won’t do. Reputa- 
tion identifies the several leaders. 
Choose from them. 

Judge these leaders by tone. While 
Brunswick is one of the most famous 
names in American industry and-in 


PHONOCRAPHS AND RECORDS ft 


itself a guarantee of satis- 
faction—still it is not a 
name you buy, but tone. 
Tone differs as names dif- 
fer.Sodon'tletyourchoice 
be a foregone conclusion, 
Hear the several leaders. 


New ways 
In the Brunswick Method of Re- 
production we introduced new stand- 
ards. We brought innovations and 
improvements. So that today music 
critics every where accord The Bruns- 
wick a high place. That accounts for 
its tremendous favor. 
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One striking improvement was the 
Ultona, our all-record reproducer. This 
brought an exclusive feature. At aturn 
of the hand the Ultona presents to 
each make of record the exact needle 
and the proper diaphragm. Therefore 
each type of record is played exactly 
as it should be played. It is heard at 
its best. The Ultona does away with 
attachments. and makeshifts. 


All for tone 


Another feature is the all-wood, 
moulded, oval Tone Am- 
plifier. It 1s connected di- 
rectly with the tone arm. 


There 
throat. 


is wo cast-metal 


This perfected amplifier 


brings truer, more natural 
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poaanoneses 


NE AMPLIFIER oe 
With Grill Removed- 


tones. It does away with metallic 
sounds. It is one of the greatest bet- 
terments in phonographic progress. 


We wish to stand or fall on your 
judgment of the Brunswick Method 
of Reproduction. Let your ear decide. 
Make sone your first consideration. | 


Hear The Brunswick before you 
buy. A Brunswick dealer will be glad 
to play your favorite selections, so 
that you can make comparisons. 


Ask also to hear Brunswick Rec- 
ords. Remember Brunswick Records 
can be played on any phonograph 


with steel or fibre needle. 


THE BRUNSWICK-BALK E-COLLENDER 
COMPANY 


General Offices: 623-633 §. Wabash Ave., Chicago 


Branch Houses in Principal Cities of United States, Mexico and Canada 


Canadian Distributors: Musical Merchandise Sales Co., 
819 Yonge St., Toronto 
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ot a waltz, but rather an impressionistic serenade. To be played with taste and freedom. Grade 4 
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Words and Music by 
WALTER HOWE JONES 


y free and the. rhythm flexible, so that the reader may not 
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EKither text may be used. In playing for musical recitation the time should be ver 
be hampered in the proper delivery ‘of the words. This number may also be used as a piano solo, 
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MADRILENA 


A new comp-sition by a very popular writer.In the style of a Spanish Waltz,with three well defined themes. Grade 3%. 
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A useful study in style,expression and /egafo playing.Grade 2%. 
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WHEN I CAN’T SLEEP 


iss Clark.This composer has a happy faculty of getting very closeto nature. Young play- 


A charming little teaching piece from a new set by M 
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er will enjoy“When I Cant Sleep” Grade 2. 
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FRATERNITY MARCH 


fied and rather churchly number which will prove desirable for a variety of purposes, either for lodge work or as a postlude.Mr.Lacey 


ll known English organist. 


ab. 


8” Reeds 


8’ & 4’ 
Choir: 8’& 4’to Sw. 


y 
y) 


8’& A 
16 
16’& 8’ to 


Maestoso { “pg gong oMM 


JULY 1920 


Swell: 
fa 
Pedal 


igni 


Pace 478 


Registration 
Ad 
is a we 


ee Dee 
S 
Z, 
< 
>| 


TT Tl i 
Ih 


I t 
ih ) 


{ttt 

ih ( He 
fll. al 
U 3 


British Copyright secured 


Ch.add 8’ Reed 


ei 
Le 


% From here go back to % and play to Fine; then play 7rro. 


a one 


| 


<dh 


ne 


Saas 


i " 


on me _ BN ‘hh 


Ba 
Sih 


Copyright 1920 by Theo, Presser Co. 


\ 
ae ‘\ 


oh “T_T a 


hey nh 
wee ee 


Page 479 
PAUL LAWSON 


British Copyright secured 


JULY 1920 


tt 


WHEN DOLLY SLEEPS 


e, with a singing melody in the right hand and the familiar form of accompaniment known as the 


Gt.Tromba 
Alberti Bass in the left hand. Grade 1% 
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A SONG 


LOVE IS 


A most enjoyable song, representing a promising American woman composer 
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A good short song; to be sung in declamatory style,with much freedom of tempo. 
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Does Home Sickness Produce Musical Art Works ?. 


By Edwin Hall Pierce 


_ The great Bohemian composer, Dvofik (see 
articles in THE ETUDE for November, 1919), 
spent several years of his life in America, 
being employed at a high salary by the Na- 
tional Conservatory of Music, in New York. 
During this period, in the opinion of com- 
petent critics, he surpassed all his own pre- 
vious work as a composer and also gave a 
great impetus to composition by native Amer- 
ican composers, both by his work as a teacher 
and the inspiration of his example and per- 
sonality. Notwithstanding this fact, and, in 
spite of his great financial success, he suf- 
fered unendurably from homesickness and at 
last felt impelled to return to his native land, 
Bohemia (now a part of Czecho-Slovakia). 


The Philosophy of It 

Wy is it that so many musicians seem 
to have done their best work away from 
their native land? The examples we 
have given are but a few of the most 
striking ones, among many. The first 
answer which would occur to a prac- 
tically-minded person is that they had 
better opportunities for financial success. 
This is often (though not always) the 


motive in making a marked change of . 


residence, and may explain the act, but 
not the results, for it is unfortunately 
true in this topsy-turvy world, that the 
best work is not always the best paid, 
while often mediocre work, if timely and 
well-planned to meet the immediate call 
of the public, produces wealth. Ruskin, 
in one of his essays, alludes sadly to the 
fact that St. Stephen did not get bishop’s 
pay for that wonderful sermon he 
preached to the Jews just before his 
martyrdom (see the seventh chapter of 
Acts)—in fact, only stones! The true 
explanation, then, must be sought else- 
where. 

We have alluded above to Dvorak’s in- 
tense homesickness: such a state of mind 
is exceedingly common among exiles from 
home, whether the exile be voluntary 
or compelled. The reason we do not 


hear more of it is because men see each 
other when they laugh—not when they 
cry. Even the presence of family and 
friends is not always enough to banish a 
deep underlying longing for one’s native 
land. 


Herbert Spencer, the noted philosopher, 
felt firmly convinced that in this emotion, 
coupled with the dreams resulting from it, 
lay the origin of the belief of savage tribes 
in a “Happy Hunting-ground,” to which the 
spirits of the valiant and virtuous would be 
welcomed after death. Picture to yourself 
a tribe driven, by war, famime or other cause, 
to leave their original home and make an 
extended migration. From time to time some 
poor homesick savage wakes from sleep tell- 
ing of a beautiful dream of the old home of 
his childhood ; probably when he has finished 
telling the dream, he adds that some day he 
means to go back there and will never leave 
the place. Years go by; meanwhile the tribe 
radually idealize the beauties of their hope- 
essly distant native land, as we all do with 
what we have loved and lost—it is a place 
of all joy and perfection, but dim, remote, 
unattainable—even the road forgotten. The 
day comes when one of the dreamers sleeps 
his last sleep. ‘“‘He has done as he said he 
would,” say his friends—‘the used to visit 
that happy place sometimes when he slept— 
he said that some time he would go back there 
and never return to us—now he has gone, 
just as he said.” 


But why this digression? Simply be- 
cause this same feeling of yearning home- 
sickness produces in the civilized man a 
reaction impelling him to strive for the 
beautiful, the spiritual, the unattainable— 
to create something which in its ideal 
beauty shall hide the sordidness and prose 
of actual life. Given as a basis the actual 
and complete mastery of the technical 
problems of one’s art, what more power- 
ful impulse than this could there be to 
bring the deepest feelings of the artist’s 
nature forth to adéquate and complete 
expression? 

The light that never was on sea or land, 


The consecration and the poet’s dream. 
—WORDS WORTH. 


A Musical Salt Inspector 


THE red tape employed by European 
monarchs of other days to confer pen- 
sions upon wornout artists has occa- 
sionally led to amusing situations. Of- 
ten the parliamentary bodies have left 
no loophole open for the payment of a 
pension to musicians, and they have 
been appointed to positions of a more 
or less perfunctory character, which 
have carried with them a small salary. 
For instance, Johann F. Reichardt, who 
was the musical director for old Fred- 
erick the Great, found himself after his 
dismissal suddenly appointed Imperial 
Inspector of the Salt Works! This 


surely was an odd position for a man 
who had composed numerous Italian and 
German operas, a Passion, seven Sym- 
phonies, fourteen Concertos and four- 
teen Sonatas. Reichardt, who was born 
in 1752 and died in 1814, was most 
famed for his songs. It is said that he 
was a very capable man and made a 
very good salt factory inspector. He 
was, however, notoriously jealous of his 
competitors, and this, together with van- 
ity, made him many enemies. Mendels- 
sohn was a great admirer of Reichardt’s 
works, now, alas! long since forgotten. 


Quaint and Curious Musical Facts 


Bell ringing is an art little known on 
this side of the Atlantic. In proportion 
to the population, we have so very few 
chimes in America as compared with 
England, Russia and Belgium, that we 
know next to nothing of the skill of the 
expert ringer. In England there have 
been many societies of bell ringers, the 
most famous being known as “The 
Ancient Society of College Youths.” 


This was founded as far back as 1637, 
‘only seventeen years after the English 
settlement at Plymouth, in early Ameri- 
can Colonial days. 

The greatest music-printing house in 
Europe (C. G. Réder) was established in 
1846 by one man, with one working as- 


sistant. It eventually furnished employ- 
ment for thousands. 


A One Note Band is cértainly a curi- 
osity. In Russia there are bands com- 
posed of performers upon horns which 
are capable of producing only one note or 
tone. 

It is said that Schubert was one of the 
finest of all examples of intuitive musical 
knowledge. One of his first teachers was 
a skilled musician named Ruzicka Wen- 
zel, a Moravian, born in 1758. After he 
had been teaching young Schubert a 
short time he said: “He knows every- 
thing already—God Almighty has taught 
him.” 
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ow well it pays 
To beautify the teeth | 


All statements approved by high dental authorities 


Millions of people are cleaning 
teeth in a new way. They are getting 
new. results — results you envy, may- 
be. In every circle nowadays you see 
pearly teeth, 

Find out how folks get them. Try 
this method for ten days and see what 
your own teeth show. 


They combat Film 


Dental science has found a way to 
combat film on teeth. And film causes 
most tooth troubles. 

Film is that viscous coat — you feel 
it with your tongue. It clings to teeth, 
enters crevices and stays. 

It is this film-coat that discolors, 
not the teeth. Film is the basis of 
tartar. It holds food substance which 
ferments and forms acid. It holds the 
acid in contact with the teeth to cause 
decay. 


Millions of germs breed init. They, 
with tartar, are the chief cause of 
pyorrhea. 


Why old ways fail. 


The ordinary dentifrice cannot dis- 
solve film, so brushing has left much 
of it intact. Thus millions of people 
have found that brushed teeth dis- 
color and decay. 


Now, after years of searching, sci- 
ence has found a way to combat film. 
Able authorities have amply proved 
its efficiency. To-day leading dentists 
all over America are urging its daily 
use. 


The method is embodied in a denti- 
frice called Pepsodent—a tooth paste 
made to meet every modern require-- 
ment. It has brought to millions a 
new. era in teeth cleaning. 


A ten-day test will show 


Pepsodent proves itself. The re- 
sults are clear and quick. So the 
policy is to send a 10-Day Tube to 
everyone who asks, and a book ex- 
plaining all its unique effects. 


Pepsodent is based on pepsin, the 
digestant of albumin. The film is al- 
buminous matter. The object of Pep- 
sodent is to dissolve it, then to day 
by day combat it. 

Pepsin must be activated, and the 
usual agent is an acid harmful to the 
teeth. So pepsin long seemed barred. 
But science has discovered a harm- 


Pepsaodent 


The New-Day Dentifrice 
A scientific film combatant 
combined with two other modern 
requisites. Now advised by lead- 
ing dentists everywhere and sup- 
plied by all druggists in large 
tubes. 


less activating method, so active pep- 
sin can be every day applied. 


Compare the results with old meth- 
ods and let your teeth decide. 


Send the coupon for a 10-Day Tube. 
Note how clean the teeth feel after 
using. Mark the absence of the vis- 
cous film. See how teeth whiten as 
the film-coat disappears. 


You will be amazed. In ten days 
you will know the way to whiter, 
safer teeth. Cut out the coupon, else 
you may forget. 


oe 
oe 0-Day Tube Free 


; THE PEPSODENT COMPANY, 
Dept. 619, 1104 S. Wabash Ave., : 

I Chicago, Ill. : 
f 


; Mail 10-Day Tube of Pepsodent to 


masa hi ha b-0, Kiacainn foecaidcnedine sree ae [ 
eer er eer 
: Only one tube to a family. t 
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THE ETUDE 


BE sure that you give your voice pupils 
a definite working knowledge of the art 
of singing. Emphasize in the beginning 
of study the necessity for learning to sing 
with musical and expressive tone. Be 
sure that they comprehend, in its deeper 
significance, that song interpretation is 
the aim and end of culture of the singing 
voice. Be sure to impress upon their 
minds that individuality cannot be left 
out of the artistic count and still have a 
remainder worthy of consideration. It 
is highly important for singers, especially 
those just beginning their studies, to real- 
ize that interpretation comprehends or 
includes within itself style, finish, indi- 
vidual touch, correct phrasing, pause, ac- 
cent, color and shading, and dramatic de- 
mands, in great and ever-changing va- 
riety. They must also be taught that in 
singing, as in other branches or fields of 
musical performance, time and rhythm 
are veritable cornerstones, and that their 
absence in song destroys the strength 
and charm of melody... Intelligible utter- 
ance of English, the mother tongue of 
the United States, should be insisted 
upon. When the student of song can 
sing intelligibly and creditably in Eng- 
lish, then take up other languages if he 
‘chooses to do so—not before: It must be 
remembered that clear pronouncement of 
words is a great aid in illuminating tone, 
because indistinct enunciation blurs a 
singing performance of any kind. 

* ok x 

A course of study-in vocal culture may 
be rated as of the higtest esthetic and 
educational value for a number of rea- 
sons: 

It lays the foundation for a good 
speaking as well as singing voice. 

It meets with the hearty approval of 


THE crucial point in every correct 
method of voice culture is the means 
which it uses for starting the voice on 
the road to the correct action. Shaping 
the mouth is undoubtedly the most im- 
portant factor in giving form to the voice. 
As one writer has said, “It is as. the 
mould in the sand which gives form to 
the casting.” 

By appealing to the mind through the 
eye, aided by the mirror, we may com- 
prehend better the law of shaping, 
which applies to the tongue, lips and 
chin. The greatest freedom of action of 
these organs must be comprehended and 
acquired. As these organs, like all others, 
lack the power of moving themselves, we 
must go to the seat of action, which is 
the mind. 

To realize the ideal in pronunciation the 
technical processes must become auto- 
matic, so that neither singer nor hearer 
is conscious of them. The tip of the 
tongue must be thin and extremely ac- 
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‘““Thank You for Your Most Sweet Voices”’—SHAKESPEARE 


Points for the Teacher of Singing 


By Geo. Chadwick Stock 


parents and all others interested in the 
well-rounded. development of young men 
and women. 

It starts many a youth on his way to a 
lucrative position in life. 

Voice culture does for the throat, 
lungs and voice what gymnastics do for 
the general health of the body. 

The conversational quality of the 
voice is improved; it becomes more at- 
tractive to the ear by the introduction of 
a greater play of inflection, richness and 
fuller resonance. | 

It will induce the habit of speaking 
with clearness, intelligibility and finely 
modulated tone. 

It is educational in the broadest sense, 
because it etablishes the closest and 
most sympathetic relation between the 
brain and the heart. 

There is no purer or more delightful 
music than the human voice in song, none 
more wholesome, none that so reaches 
the soul. 

* * * 

Tones may be good as to clearness, 
intonation, power and volume, yet if they 
be not well poised and correct in their 
flow, it will not be possible for the singer 
either to begin or end them with desir- 
ahle and satisfying grace and smoothness. 
Tone cannot be of the utmost beauty 
when there is the slightest rigidity of 
throat action or conscious over-tension 
in any part of the body. 

x ok Ok 
NotseLess BREATHING DESIRABLE 


Avoid labored, strenuous breathing in 
singing—breathing that can be heard. 
Such breathing dries the delicate mem- 
brane of the throat and larynx and after 
a while causes hoarseness, which easily 


endeavor to make them better. 


leads to irritation and then to inflamma- 
tion. The air we take in is usually dry, 
and should as much as possible be in- 
haled through the nostrils, and as a rule 
not too rapidly. When it returns in the 
form of sound, it is surcharged wth 
moisture and so does not dry the throat. 
Comparatively few singers and speak- 
ers understand tl.e.above matter and so 
become addicted to chronic hoarseness. 
Clergymen are among ‘the greatest num- 
ber of voice-users who are crippled by 
vicious breathing. r 
THe MANNER IN WHIcH YouUNG VOICES 
SHouLp Bre DEVELOPED 

The voices of young singers, particu- 
larly girls, are harmed more through the 
excessive singing and exercising of the 
extreme upper tones than by any other 
one cause. This common fault has 
proven the undoing of many a promising 
young singer. The first procedure in 
training a singer is to establish ease, 
poise and quality. This cannot be ob- 
tained on loud or high tones. The first 
exercising must’ be on the medium and 
lower tones, or, in other words, in that 
part of the voice which sings easiest at 
the outset. The instructor is always to 
be guided in the training of voices by 
the vocal conditions as thcy exist. No 
matter what the conditions are he should 
If the 
conditions are naturally poor—as they 
frequently are—the first consideration 
should, of course, be: to correct vocal 
action. | 

At all times vocal training must be of 
a kind that does not permit of forcing— 
ot, as is said in:playing golf, no press- 
ing. It can be laid down as a general 


Shaping the Mouth, Throat and Tongue in Vocal Practice 


By Stanley F. Widener 


tive, but should never curl up; when not 


in use it should touch the lower gums. 


It must fall easily into a furrow when its 
initial effort is over. 


The lips must always be flexible, for 
only in that condition may life be in- 
fused into the tone; they are the final 
cup-shaped resonators through which the 
tone must pass. 


Every vowel, every word, every tone, 
can be colored as by magic by the well- 
controlled play of the lips as they open 
or close more or less in different posi- 
tions. 


The jaw must drop by its own weight 
and is never set. The comfortable state 
known as “yawning” best exemplifies the 
right feeling whenever the action of the 
jaw is required. 

Through study of the following table 
of vowels the pupil will find help in the 
correct use of lips, chin and jaw in sing- 
ing. 

All medium voices should use the 


chord of C, E, G, beginning on middle 

C. All high voices should use the tones 

of this chord beginning on the E, G, C, 

immediately above middle C. Sustain 

each tone at least fifteen seconds. The 
consonant endings . of the 
words should be accentuated. 

O as in MOAN. Chin dropped, lips 
rounded and slightly pouting 

OO as in MOON. .Chin forward, lips 
protruded, nasal quality. 

A.as in AH. Lower jaw dropped, lips 
normal. Enlarge cavity in back part 
of mouth by lowering base of tongue, 
as in yawning. Corners of mouth 
drawn slightly back. 

E as in BREEZE. Chin forward, lips 
in a smiling position, showing tips 
of upper front teeth. .Seek for a 
decided nasal quality, but avoid the 
twang. . 

A as in THAT. Jaw dropped very 
low, throat wide open. | 

A as in FAIR. Pronounced Fay-r, chin 


following - 


rule that all singers should first acquire 
correct tone production on tones between 


e- 


This range would, of course, vary ac- 
cording to the kind of voice. When cor- 
rect development has been brought about 
within this comfortable range, the tones 
below and above will come easily and 
can then be more safely exercised. 


QUESTIONS 


I find it necessary, with periodical fre- 
quency, to take inventory of my stock 
in trade as a teacher of singing. I de- 
mand an answer to the following ques- 
tions: 

Are you making your best effort with 
every pupil? 

Are you continually alive to your own 
progress in the art of song? 

Are you on the alert to find out what 
reputable vocal teachers are doing in 
other sections of the country? 

Do you read the various articles on 
singiny that are continually appearing in 
Tue Etupe and other musical _peri- 
odicals? 

Do you inform yourself of the work 
being done in the field of instrumental 
music? 

Is the work of teaching voice less or 
more interesting from day to day? 

Are you in this work merely as a 
means of livelihood, or are you constantly 
strengthening your hold on the feeling 
and belief that everything that we do 
must somehow be of help in raising the 
standard of human thought and action? 


and base of tongue lowered. Soft 
palate raised. 

I asin MIGHT. Jaw dropped. Combine 
the “i” with the vowel “ah.” 

O as in COME. Jaw loose. Permit the 
sound of “K” to precede this vowel. 

U as in YOU. Chin forward, lips pro- 
truded, but not rounded, corners of 
mouth closed. 

E as in END. Very nasal. 
same position as in FAIR. 

I as in WILL. Nasal quality. Lips in 
same position as O in COME. 

OY as in JOY. Lips rounded as for O 
in MOAN. Lips freer. The first 
sound of this diphthong is broad A. 

OU as in THOU. Base of tongue ‘low- 
ers freely. At .the close of this 
tone lips move around the teeth. ‘ 

Systematic daily practice should be the 
aim of every pupil. The morning hours 
are always the best for any mental work: 

All vocal work should be done in private, 

so that nothing may distract the mind. 

Nature’s provision for the guidance of 


Lips in 
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the singer’s vocal organs is the singer’s 
own ear. The pupil must learn to hear 
the quality and pitch of each tone with the 
inner ear, before he can hope to demon- 
strate right quality. 

Thoughtful pupils learn very early in 
the study that almost any type of tone 
which the ear demands of the voice can 
be produced in this natural manner. 
Tones expressive of joy or sorrow, harsh 
tones or tones of beautiful quality, loud 
tones or soft, just as you will. 

Some of the most delightful results 
accrué from this mental discipline; such 
as composure before an audience, banish- 
ing the fear of failure, and the ever- 
abiding satisfaction of a consciousness 
that the Divine power to reflect perfect 
tone will not desert us. 

Since in right singing we sense none 
of the various activities of the carti- 
lege muscles, ligaments and tendons that 
belong to the-physical, let us direct our 
whole attention while practicing, to the 
sensations of Divine control which are the 
only ones we can become aware of. 

The paramount duty of every singer is 
to learn to hear himself and to sing in 
such a way that he can always so hear. 


The Action or Touch of the 


Breath 


If Felt at All, Should be Felt on the Tone or 
Resonance, Not on the Throat or 
Vocal Cords 


THE above heading to this brief article 
relates to an idea which has proven of 
value to me in my singing and teaching. 
Like many of the various other expedi- 
ents used by singers in their vocal prac- 
tice, it is a bit difficult to grasp this idea 
and make it applicable, but once under- 
stood it will prove a great help. Let me 
try to explain the matter: 

In singing, the breath flows up from 
the lungs, through the trachea and, pass- 
ing through the glottis—the opening or 
slit caused by the near-coming together 
of the vocal cords—lightly touches or 
‘caresses their inner edges, somehow 
causing them, we believe, to vibrate with 
extreme rapidity. As a result of the 
contact of the breath with the inner 
edges of the vocal cords, sound waves 
are engendered, whose tone is deter- 
mined, as to pitch, by a fixed number of 
vibrations per second. 

In correct singing the singer is never 
conscious of what the breath or throat 
does. In correct tone production the 
play of the vocal cords is thought-like 
in quickness and thought-like in multi- 
form responsiveness of action to the 
ever-varying impulses of the will. Now 
then: With the total elimination of con- 
sciousness of all throat action (which, of 
course, includes the feather-like light- 
ness of touch or pressure of the breath 
upon the vocal cords) the tone becomes 
a thing apart from the source from 
which it actually springs, which is within 
the larynx. 

The touch of the breath, if felt at all, 
is not upon the throat or vocal cords, but 
upon the tone, or on the resonance or in 
the resonating chambers. 

As you read this hum a tone and you 
will instantly get the feeling or sensation 
alluded to, the one of feeling the for- 
ward high touch of the breath on the 
tone or note sounded. Notice that the 
throat; the larynx, the tongue and all 
breathing muscles are not in the slightest 
degree felt in action. This is as it 
should be. The singer who gets hold of 
this idea and puts it into practice will 
find his tone becoming greatly improved 
in the qualities that make for utmost at- 
tractiveness. Besides this, he will be 
able to. sing without feeling any throat 
exhaustion or causing hoarseness or irri- 
tation, conditions which are frequently 
the aftermath of. incorrect singing. 


Vignettes of Great Singers 


JEAN AND EDOUARD DE RESZKE& 


(Pronounced Zshon and Ed-oo-ard 
duh (like u in’ dug) Res-kuh) 


THESE two brothers were for many 
years the men singers of the operatic 
world. Jean, the elder, who now 
teaches in Paris, was the beau _ ideal 
tenor, with a wonderful voice and a very 
attractive stage appearance—and good 


-looks are almost as needful to the tenor 


as to the soprano in opera,if not more so. 
His voice was of the dramatic type of 
tenor, robust and powerful. Jean—or 
to give him his baptismal name, Jan Mec- 
zislaw—was born at Warsaw in 1850. 
His mother gave him his first lessons, 
and at the age of twelve he sang solos 
at the Cathedral there. As he grew 
older he studied with Ciaffei, Cotogni 
and Sbriglia. His début was at Venice 
in the role of “Alfonso” in La Favorita. 
In the same year he made his London 
début in the same part. After this, 
though his success was assured, it was 
not notable. Some points he lacked and 
these he set himself by hard work to 
acquire. Later, under his own name, he 
sang at the Theatre Italien, and again in 
Paris, taking the part of “John, the 
Baptist” in Massenet’s opera, Herodiade, 
with. such power and beauty of tone and 
such fine dramatic action that the com- 
poser got for him a position as premier 
tenor at the Academie Francaise, where 
he sang for four successive years. Un- 
til about ten years ago Jean de Reszke 
sang here in the United States part of 
every season. In 1904 he was obliged to 
cancel his operatic engagements because 
of illness, and he has since retired. 

His brother, Edouard, was one of the 
most famous basses of his time. Like 
his younger brother, he possessed a 
ringing, powerful and beautiful voice 


-and a fine stage presence. Edouard was 
born at Warsaw in 1855 and his “big 


brother’ Jean was the first to give him 
lessons in singing. His later teachers 
were Ciaffi, Steller and Coletti. He be- 
gan his operatic career in 1876 as the 
“King” in Aida, in Paris. After singing 
in Paris for two seasons, he went to 
Italy, where he made a distinguished 
success, and later he was engaged to 
sing at the French Opera. He made tours 
with his brother in America as well as 
in England and on the Continent. Later 
he taught in London. He had amassed 
a considerable fortune, but the great 
world war caught him in its disastrous 
tide, swept away. his estates and his for- 
tune in Hungary, and reduced him to 
such poverty that he sought refuge in 
a cellar, lacking food and clothes and 
undergoing such hardships that he died 
in his war-wrecked country in June, 1917. 


The thoughtful sentiment of 
the words is well conveyed by 
the rich, tuneful setting. 


Send twenty cents in 
stamps now for a copy 
of this excellent song 
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end corns 


now in this scientific way 


People who know—millions 
of them—now end all corns in 
this way. 


They apply Blue-jay. either 
in liquid or in plaster form. It 
means but a touch and it takes 


but a jiffy. 


The corn pain stops. Then 
theBlue-jay gently undermines 
the corn so it loosens and 
comes out. 


The modern way 


_ Blue-jay was invented by a 


chemist who studied corns. 


It is made by a laboratory 
of world-wide repute. 


Old-time treatments were 


harsh and inefficient. Blue-jay 
is gentle, quick and sure. 


Now all corns are needless. 
Allthese pains can be avoided. 
To let corns remain while you 
pare and pad them is folly. 


You can stop a corn ache 
the moment it appears. You 
can end a corn completely 
before it can develop. 


Blue-jay has proved these 
facts to millions. It will prove 
them to you—and tonight—if 
you let it. 


Quit the old methods of 
dealing with corns and see 
what this new way means. 
Your druggist sells Blue-jay. 


BA Blue-jay 
Plaster or Liquid 


The Scientific Corn Ender 
BAUER & BLACK Chicago New York Toronto 
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PRICE, 40 CENTS 
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An Ideal 
Medium-Size Grand 


Style B Grand 


This beautiful instrument seems 
as nearly perfect as skill, experi- 
ence, and manufacturing facili- 
ties can make it. 


Its tone is purely that of the 
Concert Grand, having great 
powerand sympathetic qualities. 


Dealers in Principal Cities 


Emerson Piano Co. 
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Boston Mass. 


“A Scientific System of 


Voice Culture 


WITHOUT EXERCISES’”’ 


By Frank J. Benedict 


SIMPLE, PRACTICAL, THOROUGH, COMPLETE 


*‘Tells Exactly How” 


““More than 123 pages of closely printed matter are 
used to present this Scientific System; many of them 
brimful of new ideas, while the writing of all of them 
discloses expert knowledge of the subject by an author 
who has the courage of his convictions and who is never 
afraid to tell the truth.—The Musical Observer. 
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Beneath the soiled, discolored, faded or aged com- 
plexion is one fair to look upon. Mercolized Wax grad- 
ually, gently absorbs the devitalized surface skin, re- 
vealing the young, fresh, beautiful skin underneath. 
Used by refined women who prefer complexions of true 
natu ess. Have you tried it? 
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Italian in Vocal Exercises 


By Edith L. Winn 


CONVERSATIONS with prominent teach- 
ers have led me to believe that there is 
much dispute concerning the nature of 
first exercises in voice building. To 
place tones well, one must first associ- 
ate liquid sounds with vowel. Nothing 
can take the place of la, lay, le, lo, loo, 
slowly sung on one note, with a slight 
stress on the lJ, the tongue at its tip 
being placed against the roof of the 
mouth just back of the upper teeth. 

A teacher asserts that there is nothing 
better than Italian syllables and Italian 
words in the early stages of voice work. 
He, therefore, uses simple Italian songs 
with beginners. He also gives Italian 
syllables in vocalises. 

To a query as to why he chooses the 
songs of Salvator Rosa in preference to 
modern English ballads, he replies: “I 
can do better tonal work through the 
medium of the Italian language.” 

I recall studying the songs of Lotti, 
Salvator Rosa, and other Italian com- 
posers with Signor X——, who was 
much opposed to the use of English in 
voice building, as well as in the forma- 
tion of a perfect legato. It was, there- 
fore, with considerable reluctance that 
the Signor admitted the possibility of 
Italian opera being sung in English, 
under the present arrangements of Mr. 
Savage. The Italian is so musical a lan- 
guage that-tones are undoubtedly more 
easily and correctly placed through its 
medium than through that of the Eng- 
lish language. 

Now the student may ask how he is 
to master the Italian without lessons in 
Italian. He is simply to learn his Ital- 
ian syllables from the voice teacher. If 
he can study Italian with a native, so 
much the better. As to accent, that is an 
easy matter. Take the songs of Salvator 
Rosa. They should be sung in Italian, 
otherwise the euphony of the words is 
lost. Our friends may think it in bad 
taste if we sing in Italian, but our friends 
are not to be considered in voice build- 
ing work. When the time comes, we 
shall sing English for them much better 
because of the Italian which we have 
used in daily exercises. 

The Russian language is very musical. 
I have heard among musically inclined 
but untrained Russian men, beautiful, 
clear and resonant tones. The voices 
were naturally well-placed because the 
language favors tone production. So it is 
among the Italian singers, to a great ex- 
tent. One must believe that Caruso had, 


first, a fine vocal organism and, secondly, 
a beautiful language as the medium of ex- 
pression. Why, then, should he not sing 
well? 

One should be as careful about con- 
sonants as vowels. Some teachers use 
such exercise. as l/l, m, n, r, ged, sung 
slowly on one note. 

Speak and sing from the lips is a good 
rule. 

Good exercises for students who do 
not naturally place the tone forward and 
utter consonants well are these: 

na, na, na, na, na, (on one note.) 

Va, Va, Va, va, Va, 

ea, 20, 2a, 20, 2a, 

fa, fa, fa, fa, fa, 

re, ve, Ye, re, re, 

tha, tha, tha, tha, tha. 

An excellent exercise for a pure sing- 
ing tone is see, you, o, sung lightly with 
the tone forward. 

Two pupils of the same teacher sang 
at a recent concert. The first placed her 
tones well forward, and she enunciated 
very: distinctly. The second had a 
smooth voice, but her tones did not carry 
well, and she articulated badly. On 
inquiry, I found that the first pupil spoke 
very distinctly, and also placed her tones 
well forward because of naturally good 
physical conditions. The second pupil 
had a thick tongue, and the muscles of 
her throat were naturally tight. Added 
to this, she suffered from catarrh of the 
head, thus making the resonance cavity 
less perfect. 

The teacher is working with the latter 
pupil, using Italian syllables. She be- 
lieves in Italianas a means of cultivating 
resonance and beauty of tone. Great 
artists have a beautiful tonal concept. 
The teacher cannot give the pupil a 
beautiful tone, though she may lead the 
pupil to place tones well. Tonal work 
on the piano is not absolute. Some pu- 
pils play from the start with a beautiful 
tonal sense. We can make conditions 
for obtaining tone. The pupil must be 
able to think tone. Some one asserts 
grooving exercises are more suitable for 
good voice production work than exer- 
cises ‘on single tones. I would suggest, 
therefore, seconds, thirds, fourths, etc., as 
outlined by Giraudet and others;-also, 
the grooving exercises of Bonaldi, using 
lo or loo or la. 

Grooving is the carrying of a head 
tone over to another tone so as not to 
interfere in the slightest degree with 
resonance or correct placement of tone. 


Rossini’s Vitriolic Repartee 


HERE is a new bit of vitriolic repartée 
attributed to Rossini, who was the great- 
est wit of all the masters, but, alas! 
times one of the most biting! Rossini 
was passing down a street in Paris when 
he met Meyerbeer, who was forever 
bragging about his accomplishments and 
his busy life. They were cordial ene- 
mies, to say the least. 

Rossini said to him: 

“Eh, bien, cher maitre, que faites-vous 
maintenant?” 3 

(Ah, now,. my dear master, what are 
you working upon at this time?) 

Meyerbeer replied: 

“Correcting. I am correcting so very 
many of my works as they come from 
the printers. What are you doing?” 


“Effacing. I spend my time effacing 
my masterpieces.” 

On another occasion, according to 
Felix Moscheles, Rossini met Meyer- 
beer, who inquired: 

“How is your health, dear Maestro?” 

“Shaky,” replied Rossini, gloomily— 
“very shaky. My digestion—you know 
—my poor head——. Alas! I am afraid 
I am going down hill!” 

Rossini went on a few steps, and a 
friend who had overheard the conversa- 
tion asked: 

“Dear master; how could you tell such 


a falsehood? You are not ill. You 
were never in better health.” 
“True,” replied Rossini, unabashed, 


“but think of the great pleasure such 
news brought to Meyerbeer!” 
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The quality of its tone 
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beauty of construction de- 
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HE average piano student should also 

take up the study of harmony, at least to 

the extent of knowing scale and chord 
construction; he should know how to think 
scales and chords in all keys and how to un- 
derstand, through analysis, the harmonic 
structure of everything he plays. He should 
also know how to transpose any passage, 
through key consciousness. Such knowledge 
enables the student to play with an under- 
standing not otherwise possible. 


The clearest presentation of such instruction 
is the work entitled 


KEYBOARD HARMONY AND 
TRANSPOSITION 


By Anna Heuermann Hamilton 
Published in three books: 


Preliminary Studies in Keyboard Harmony 

and Transposition : ‘ : “ 
Keyboard Harmony and Transposition Vol. I pt 
Keyboard Harmony and Transposition Vol. II - .40 


The beginner should use the Preliminary 


vo'ume; more advanced players can begin 
with Keyboard Harmony and Transposition 
Volume I. 

The work has met with great favor and is 
widely used. More’ teachers should be using it. 
Send for descriptive circular. 


CLAYTON F. SUMMY CO. 


Publishers 


64 E. Van Buren St., Chicago, IIl. 


Eastern Agency, Harold Flammer, Inc., 
55 W. 45th St., New York City, N. Y. 


Please mention THE ETUDE when addressing 
our advertisers. 
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Question and Answer Department 
Conducted by ARTHUR DE GUICHARD 


Always send your full name and address. 
been neglected. 


No questions will be answered when this has 


Only your initials or a chosen nom de plume will be printed. 


Make your questions short and to the point. 


Questions regarding particular pieces, metronomic markings, etc., not likely to be of interest 
to the greater number of ETUDE readers will not be considered. 


Q. I read music at sight very readily, but 
the more I read the less I seem able to memo- 
rize, so much so that my memory seems to 
be failing me. I am nineteen. To which 
should I devote the most study: to the 
reading of new music or to the memorizing 
of old pieces ?—M. R. C., Marieville, R. I. 


A. Most probably, because you read so 
easily, you have not taken the trouble to 
learn by heart; the habit of much reading 
has grown upon you to such an extent that 
you have not exerted your memory, with the 
result that it does not respond or retain. 
Reading at sight is an essential, but not to 
the exclusion of memorizing. Indeed, it were 
better to exercise the memory adequately 
than to read so well. Too much stress can- 
not be placed on the importance of playing 
from memory, even from the earliest lessons. 
Discontinue your reading of new music for a 
time, until you have committed to memory 
several of your good ‘old pieces.’”’ After 
which you may read in moderation, provided 
you memorize something each week. 


Q. Which composer’s works would you ad- 
vise me to study in order to acquire a deep 
insight into the use of the pedal?—R. L. 
Brooklyn, N. Y. 


A. The compositions of Chopin, without 
A close examination of his works 
will furnish all necessary instruction for the 
proper use of the pedal. 


Q. I have been studying piano playing for 
eleven years and play Mozart and Beethoven, 
as well as some Liszt and Chopin; but my 
playing does not give the pleasure it should— 
not even to myself. In each composition IJ 
attempt there always seem to be passages 
which are beyond me; they become blurred, 
have false notes and an absence of expression, 
Yet I practice them all regularly. What 
must I do to acquire greater accuracy and 
facility ?—Pup, Chicago, Ill. , 


A. It seems very evident that you never 
completely mastered technic ‘before launching 
out into too difficult works. Where technic 
is wanting inaccuracies will obtrude them- 
selves and the interpretation will suffer with 
the execution. Always play pieces well 
within your ability. Do not attempt any- 
thing without sufficient technic. Examine 
your piece for the difficult passages and make 
technical studies out of them. Remember 
that it is far better to play a simple piece 
perfectly than to rattle through a difficult 
composition, sowing your wrong notes all 
along the keyboard. Practice your technic 
daily, but without overdoing it; then play 
only such pieces and studies as are well 
within your power. 


Q. Is it impossible for some singers to 
obtain a@ head tone? I1 have been taking 
“voice” for two years and my teacher claims 
that I have a robust tenor voice; but A, 
first line above the treble clef, seems to be 
my limit, and that sometimes impossible. 
My teacher dwells on head tones, but it 
seems impossible for me to get one. What can 
be the trouble?—M. A. DI L 


A. Any answer depends upon what is 
meant by “head tone.’’ The various words 
used (misused) to designate the so-called 
“registers” of the voice are so inadequate 
and misleading that it is frequently impos- 
sible to understand just what is intended. 
In the present instance, does the inquirer 
mean the falsetto voice, or that head reso- 
nance which enters so largely into the “‘eov- 
ered’’ tones and into the voce mista (mixed 
voice)? If the latter be understood, the 
answer is plain: it is not impossible for 
singers to obtain a ‘head’ tone. If the in- 
quirer is unable to do so, the fault must be 
either wrong instruction by the teacher, or 
want of comprehension by the pupil. If the 
“falsetto” be meant, the answer is also 
plain: some singers, for one of various rea- 
sons, are unable to produce ‘falsetto’ tones. 
By the way: when this robust tenor speaks 
of singing the A of the “first line above the 
treble clef,’ he really means the A of the 
treble second space, the male voice being an 
octave lower than the female. The clefs are 
used to determine absolute pitch. The G 
clef (also called ‘‘treble clef’’) determines 
the high G of the tenor voice; the A in ques- 
tion is the note above it. . 


Q. I have a good soprano voice, but 
have been told that it is too “breathy.” I 
would like to know what is meant by this 
term ?—P. S., Council Bluffs, Iowa. 


A. In singing, every atom of breath 
should be used in generating tone. When a 
note is attacked with too great breath press- 
ure, or it is badly ‘“‘placed,” or the lips are 
drawn horizontally towards the corners, or 
various other reasons, more breath escapes 
than is necessary for the perfect tone. That 
breath escape is heard with or around the 
note—like a note in a fog, of greater or less 


density. The tone is heard accompanied by 
a breathy, rustling sound, which is termed: 
foggy, breathy, wheezy, etc., according to the 
amount of the escaping breath. To remedy 
this defect: assume an accurate mouth atti- 
tude for the vowel pronunciation ; begin the 
note very softly—a mere breath, then in- 
crease the power by a rapid cresc. until the 
good, round quality is attained; sustain the 
note at that strength, but never with full 
voice. Do not attempt to sing with force, un- 
til the perfect quality is attained; Quality 
first—power will gradually grow from it. 
Let the shape of the mouth be perpendicu- 
lar rather than horizontal (to avoid those 
pronounced corners of the outspread lips)— 


like an egg standing on end 0 , instead of 
lying down ©} 


_ Q. Who are the chief exponents of what 
is popularly termed “the modern French 
school?—-MISS MIDDLETON, Reading, Mass. 


A. In alphabetical order: Alfred Brun- 
eau, André Caplet, E. Chabrier, E. Chaus- 
son, Claude Debussy, Paul Dukas, Henri F. 
Duparc, Gabriel Dupont, Gabriel Fauré, Alex- 
andre Georges, Vincent d’Indy, Charles 
Koechlin, René Lenormand, Léon Moreau, 
Maurice Ravel, Albert Roussel, Samuel Rous- 
seau, Camille Saint-Saéns, Florent Schmitt, 
Déodat de Severac, and Henry Woollett. 


Q. In this country, far from yours, it is 
always with great interest that I turn to the 
Question dnd Answer Department. JI have 
long endeavored to learn if the young French 
school of composition has produced any 
works in the form of sonatas. Can you assist 
me with a list of the most notable, if any 
such exist ?—H. B., Auckland, N. Z. 


A. The following is a list of the most 
remarkable sonatas of the ‘‘young French 
school” as they appeared before the war, 
from 1900 to 1914. There have been others, 
but these are the most noteworthy: 1900, 
sonata for piano, E flat, Paul Dukas; 1901, 
sonata for piano and violin, op. 13, Alberic 
Magnard ;.1904, sonata for piano and violon- 
cello, Guy Ropartz; 1904, sonata for piano 
and violin, op. 59, Vincent d’Indy; 1907, 
sonata for piano and violin, Guy Ropartz; 
1907, sonata for piano and violin, G. M. 
Witkowski; 1907, sonata for piano, op. 63, 
Vincent d’Indy; 1908, sonata for piano and 
violin, Albert Roussel; 1911, sonata _ for 
piano and violoncello, op. 21, Alberic Mag- 
nard. Among these it will be noticed that 
there are only two for piano solo: one by 
Vincent d’Indy (op. 638), the other by Paul 
Dukas (Eb). While the palm must be 
awarded to the Dukas sonatas, they are both 
works of genius, not so much from a virtuoso 
point of view, but as giving expression to the 
very “soul of music’’—emotion. 


Q. Waltz time and march time would be 
the same number on the metronome as com- 
mon time, would they not ?—(Same Inquirer.) 


A. The question is both obscure and in- 
volved. Waltz time is triple time, 
time is duple time; that is to say, in 
the former the accent occurs by threes and 
in the latter by twos. Common time has 
nothing in common with waltz time, unless 
the entire measure (1-2-3) be played quickly 
to one beat of common. The “number’’ is 
merély a mark or sign, used in all kinds of 
combinations, even as a letter'in spelling 
may serve for an infinite number of words. 
It can be applied to any length note (whole, 
half, quarter, eighth, sixteenth, etc.) and to 
any kind of movement (largo, allegro, presto, 
etc.) and to any kind of time. - 


. A polka should always be played quite 
fast, should it not?—(Same Inquirer.) 


A. The polka is a brisk dance movement ; 
how fast it should be played, however, de- 
pends upon the desire of the dancers, or of 
the solo performer. 


Q. What does the word “vamp” in music 
mean ?—(Same Inquirer.) 


A. Invent, improvise, ‘‘make-up.”’ 


Many of the questions, in the foregoing 
string of questions from the same inquirer, 
are of so elementary a nature as to seem 
unnecessary or superfluous. Any competent 
teacher could supply the information. As, 
however, in many instances, the inquirer is 
studying unaided, THk HTUDE considers the 
questions au sérieux and shows its sympathy 
with any inquirer after musical truth by 
answering the questions, despite their ele 
mentary nature. 


Q. What is an episode?—R. B., Provi- 
dence, R. I. 

A. An episode is a passage which occurs 
between the different appearances of the 
subject in'a sonata, symphony, etc. 


march . 
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Many secrets you will find 
revealed in the green box of 


Nadine Face Powder 


They are secrets which every 
woman would solve —secrets of 
personal charm. 
The secret of a rose-petal complex- 
ion—NADINE’S own gift to wom- 
anhood. : 
The secret of lasting charm, charm : 
which endures throughout the day. s 
. 
The secret of skin comfort—of re- 
freshing coolness, with never a hint 
of harm. : * 
To you, as to a million other wom- @ 
en, NADINE will reveal these in- ‘ 
timate secrets. 
It remains only for you to procure ¢ 
NADINE from your favorite toi- 4 
let counter or by mail—60c. 


NATIONAL TOILET CO., 


Department ‘E 
Paris, Tenn., U.S. A. 
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H, Alexander Matthews 


SCHOOL OF COMPOSITION 


Summer Correspondence 


Course ———— 
Harmony — Counterpoint — Composition 


[2] 


Useful to those possessing creative ability as 
well as to instrumentalists and vocalists as an aid 
to ear training. 

Elementary and advanced pupi's received. 

Composers manuscripts criticized and corrected. 

For terms and further particulars apply 


H. ALEXANDER MATTHEWS 
ESTEY HALL 1701 Walnut 8t., Phila, Pa. 
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LINCOLN - JEFFERSON UNIVERSITY, ILL. 


Dean of the College of Music, Dr. Orlando 
bse eka Mus. Doc., F. R.C.O., 


ALGO; Ce: 


Correspondence courses leading to examinations for 
degrees of Mts. Bac. and Mus. Doc., also diplomas 
of Associate, Licentiate and Fellow. Personal tuition. 
Moderate fee. . Examinations open to outside stu- 
dents. Write for Bulletin to the Dean, Lock Box 
239N, Chicago, Ill. 


ABLACH 


Face Powner 
LABLACHE BESPEAKS 


its superfiiue quality and its unusual, refined odor, which 
pays homage to velvety skins and faultless complexions. Ever 
An old fa- 


constant, is Lablache, but delicately unobtrusive. 
vorite, indispeusible 

and impossible of - 

improvement. 


Refuse Substitutes 
They may be dan® 


gerous. Flesh, 
White, Pink or 
Cream. 5c a box 
of druggists or by 
mail. Over two mil- 
ion boxes sold an- 
nually. Send 15¢ 
for a sample box. 


BEN. LEVY CO. 
French Perfumers, Dept. 53% 


Please mention THE ETUDE when addressing 
our advertisers. 
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The Beginnings of Instruction in Organ Playing 


THERE are few organ teachers, if any, who would not 
agree with the writer in declining to allow a student 
to begin organ lessons unless the prospective organ 
pupil had previously had at least two years of thor- 
ough, systematic training in piano playing. It is very 
desirable that all teachers of the organ should agree on 
this preliminary two years, at least, at the piano, in 
preparation for the organ. : 


THE SPECIFIC PREREQUISITES FOR ORGAN LESSONS 


To be more specific, the following forms of mental 
and technical equipment are absolutely necessary be- 
fore beginning any work with the king of instruments: 

1. Knowledge of musical elements, notation of mel- 
ody, harmony and rhythm, 

2. Knowledge of all major and minor scales and 
ability to sing the same in any required form without 
accompaniment, also to play the same unhesitatingly. 

3. Ability. to sing at sight any melody of moderate 
difficulty without accompaniment of any kind. | 

4. Knowledge of all intervals, and ability to sing any 
required interval. | * 

5. Knowledge of all common chords and dominant 
7th chords, and ability to play any required chords of 
these classes. 

6. Ability to play chord phrases; not only cadences, 
but other chord phrases also. 

7. Memory of music sufficient to play, at will, at 
least a dozen selections in a genuinely expressive 
manner. 

8. The ability to write, in correct notation, music 
which has been heard. | | 

9. The ability to read at sight second-grade music. 

10. The ability to read simple vocal scores at sight, 
such as hymn tunes in score and easy part songs. (To 
play these from the score at sight requires special train- 
ing, which belongs to the work of the second year of 
pianoforte instruction, which, however, many piano 
teachers of supposedly high rank do not know how to 
give. The. responsible organ teacher ought, however, 
to require this kind of preparation and thus make sure 
one very important fundamental preparation for good 
schooling in organ playing.) | 

11. The music conceiving (planning of melodies, 
harmonic phrases, rhythmic schemes and so on) which 
may go to make up the beginnings of musical origina- 
tion. This music thinking is of vital importance. 

It should be observed that this last requirement is 
not necessarily dependent on natural gifts or “musical 
talent” so called. It is a matter of intelligent devising 
and careful adaptation. It is also a matter of musical 
sense which the careful teacher can develop in the large 
majority of his pupils. It is not dependent on any 
musical originality, but solely On a shitable regard for 


another plan must be formed instantly. 


By George Henry Howard 


the underlying principles. (The outlines which I have 


presenced in my Course in Harmony provide for this 


work in a practical, usable way.) 
To tLis list of more or less exercises for common 
requirements, two or.three others should be added. 


12. The harmonizing of melodies. Only the simplest 
tasks of this nature are practicable in the second year. 


13. The melodizing of plain chord phrases. To add 
melodic features judiciously to plain harmonies is a 
pleasant, instructive, and musically useful exercise. 

14. Discriminative studies of finger ‘successions, ana- 
lytical and constructive; learning to plan suitable 
fingering for passages, chords and chord-phrases; 
learning to realize accurately and quickly the fitness 


or unfitness of printed fingering; marking the finger- 


ing for regular and exceptional passages and peculiar 
‘situations. 


These fourteen requirements will make a great deal 
of work for the faithful student for a period of two 
years. | 


THE ESSENTIALS OF THE YouNG ORGANIST’s FOUNDATION 
Ps WoRK 


So much for the pre-requisites ; now let us note the essen- 
tials of good fourtdation-laying for the young organist’s 
study and practice. 

1. Attentive and alert faculties. 

The organ is such a large and complicated instrument 
that it is impossible to make even a good beginning in play- 
ing it without very close attention and very active mental 
effort. Both teacher and pupil must be thus alert, wide 
awake and deeply earnest. The teacher’s mental condition 
will instantaneously affect the pupil. 

Every live teacher has some purpose, some specific and 
exact plan for each lesson, or possibly for a series of three 
or four lessons, or a dozen lessons. 
perhaps, when the pupil appears with a very small fraction 
of the required work done, or the result is too superficially 
done to be of any avail. 

The teacher must be ready in a moment with some 
radical remedy; here is where alertness and endless re- 
sources count for much. A moment of indecision or per- 
plexity on the part of the teacher at such a time will in 
many instances occasion a loss of alertness or earnestness 
on the part of the pupil. 

The teacher’s well-laid plan for that lesson is upset; 
Thus the lesson is 
rescued from possible loss of time or perhaps dullness and 
lack of interest and instead made useful, inspiring and 
instructive. 

2. Constant interest. 

Attention and alertness are not enough in most instances; 
the teacher’s aims must go beyond these mental conditions 
and awaken those desires for skill and knowledge, as well 
as pleasure in the work, which produce an abiding interest 
and a keen zest in the labor and study. 


PLANS OF INSTRUCTION 


Temperaments, mental capabilities and physical powers 
are so unlike in different pupils that no one plan of in- 
struction will suffice. Most teachers need a number of 
plans held in readiness for adaptation for these widely 
differing talents or capacities at different periods. 

In passing, it may be observed that the teacher who 


uses the same book for elementary lessons month after . 


month and year after year will grow weary of it; the result 
of his experience will be more or less deadening. The 
teacher’s own musical pleasure in his work should not be 
overlooked ; it should be earnestly cherished. 


Practical Choir Organization 
By John A. Van Pelt 


But a morning comes,’ 


There are good books in ample variety for beginners, so 
that a judicious organ teacher can scheme out many good 
plans with the aid of numerous useful organ studies in 


sheet form. 
“best book” or “best set of 


There can never be one 
studies.”” Musical capacities and temperaments are too 


unlike to admit of such a possibility; therefore a teacher 
needs several books and many sets of studies. ©. 


THE First’‘LEssonN AT THE ORGAN 


The first lesson will never be twice alike for a score 
of beginners, but the following outline will serve for 
an example of one way among many. It will usually, 
however, consist largely of instruction and scarcely at 
all of playing (unless a little may be needed for illus- 
tration of the touch, and, perhaps, a little for training 
the pupil to listen to organ tones). 

Let us assume that the lesson is at an instrument of 
three manuals and from 30 to 50 registers. _ 

But it is well that the first attention should not be 
given to the keyboards, but rather to the pipes. It is. 
needful, for immediate use, that the student form an 
idea of this great instrument as, really: ‘ 

First—A four-fold instrument; a combination of 
four organs in one. It is also, “* 

Second—A combination of many sets of pipes’ stand- 
ing up in rows like trees in an orchard; some tows of 
apple trees, some of pear trees, some of plums, and so 
on, all very orderly. Some of these rows, or “ranks” as 
they are called (referring to ranks of a military com- 
pany), belong to the first organ (400 to 800 pipes in 
an organ of this size), others to the second organ, 
others to the third organ, and others to the fourth 
organ, The first three organs, or more strictly, divisions 
of the whole instrument, belong to the three keyboards 
(“manuals”) for the hands; the fourth keyboard is for 
the feet. They are called, respectively, beginning with 
the highest and farthest away from the player, the 
Swell Organ, the Great Organ, the Choir Organ, and 
(for the feet) the Pedal Organ. 

Certain sets of pipes form a “register” or stop. One 
of these stops or “registers” is called Open Diapason; 
another set is called Stopped Diapason (thus referring 
to open pipes and stopped pipes), another set is the 
Salicional, another set the Aeoline. These four registers 
are controlled by “draw-stops” or registers, on each 
side of the manuals (sometimes, perhaps, also) over 
them. 

These four registers singly, in the Swell Organ, or 
any two or three combined, are suitable for elementary 
practice‘and others should not be used for two or three 
weeks. Acquaintance with other stops should be gained 


gradually and not too rapidly. 


It is desirable that much of the early practice should 
be carried on with soft stops for the reason that good 
habits of listening are thus more easily induced. 


Persons filling responsible positions in 
the choir organization should be chosen 
for their particular talent, not because of 
friendship or petty politics. In every choir 
body there are those especially talented 
in leadership and organization, and it 
should be the first consideration of the 
director when organizing to impress his 
choir with the importance of electing 


those to office that fit their duties. 

The following is a brief outline con- 
cerning the choir officers and committees 
together with their qualifications and 
duties. It is understood that the presi- 
dent of the choir and other members of 
committees have the necessary qualifica- 
tions of character and personality. The 


ideal president is a leader having execu- 
tive ability and talent for organization. 
His duties are similar to those of any 


organization in that he presides at meet- — 


ings and elections of the choir. By virtue 
of his office he has great opportunity to 
further and strengthen the choir work in 
conferring with the pastor, music com- 
mittee and director and in suggesting new 


activities to the proper choir committees. 

The chairman and other members of 
the membership committee should be 
good “mixers,” of large acquaintance and 
alive to the situation. This committee is 
responsible for keeping the choir loft full 
and in maintaining a well-balanced choir 
with the proper proportion of singers in 
each part. One plan is to have the com- 
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mittee composed of three or four singers 
from each voice section. 

It is an advantage to have members of 
the social committee who possess talent 
in some line of entertainment and full of 
ideas to “keep things doing,” always hav- 
ing sOme social affair, concert or enter- 
tainment ahead for the choir to anticipate. 
Too much stress cannot be put on the 
social life of the choir. The social com- 
mittee-has a real task assisting in keep- 
ing the organization interested and to fre- 
quently furnish a variety of entertain- 
ment, either as a choir function strictly, 
or in conjunction with some other so- 
ciety. There are activities possible for 
the choir which contain the elements of 
service which, however, can be made to 
be highly entertaining to the members as 
well as affording variety in their work, 
namely: Singing occasionally at hospitals 
on a Sunday afternoon, or for some “shut 
in.” This is often done at Christmas and 
Easter; however, bright, cheerful songs 
are as greatly appreciated at other times 
of the year by sick folks. | 

The social committee will find that 
members of the congregation are usually 
most happy to furnish automobiles for 
such deeds of service outside the church. 
The great secret is to give people worth- 
while things to do. When organizing, 
give everyone something definite ‘to do 
and hold him responsible. 

One person can fill the offices of secre- 
tary and treasurer. The outstanding tal- 
ent needed here is a liking for details. 
Someone with bookkeeping and _ type- 
writing experience, The secretary, be- 
sides the usual duties, can be of service 
in furnishing twice a year lists of names, 
addresses and ’phone numbers of active 
and prospective choir members, these to 
be given to members of the membership 
committee, director, and music committee 
for reference. 

With the librarian, regular attendance 
and knowledge of the hymn books and 
anthems used, with ideas for system and 
neatness, are requisites. The librarian 
should keep a cataloged list of the an- 
thems and the number of copies of each, 
making a report of the condition and 
number of .copies upon request. Each 
anthem should be contained in a separate, 
light cardboard folder, with the name 
and composer written on the folder’s edge 
so as to be easily read from the front 
of the music case. He should always take 
the names of members taking music home 
for practice and check them up, as the 
music is returned, to avoid its being lost. 

Every choir organization should have 
the old, as well as new, music gambolized, 
as this prolongs its usefulness ten times 
over, The music house you deal with can 
have it gambolized if you so order in 
advance. 

The librarian should insist that as soon 
as special numbers are sung they be 
passed down the line to one side, as desig- 
nated, so that the librarian.can more eas- 
ily collect them and keep the anthems 
from getting under foot during the ser- 
mon. ‘In case of a vested choir a “choir 
mother,” ora small committee of women, 
should be responsible for the appearance 
and repair of the vestments—From The 
Church Choir. 


“Just Keep the Organ Going” 


AN organist coming to a new incum- 
bency was told that organ music was 
desired at a certain place in the service, 
but his instructions were: “Don’t play 
anything, just keep the organ going.” It 
is time we were more universally rid 
of this curse, especially as applied to im- 
provising (or attempts thereat.)—FRANK 
S. ApAMs in The Console, 


Bach’s Great Organs 
By H. S. MacDougall 


THE specifications of the four organs 
at which the immortal J. S. Bach “pre- 
sided” cannot fail to be of interest to every 
organist reader of Tue Ertupe. Bach 
was born in 1685 and died in 1750; he 
went to Arnstadt in 1703, to Weimar in 


1708 and to Leipzig in 1723. 

The two things that strike an organ- 
ist of the present day as strange are the 
large number of pedal staps and the in- 
clusion of so many ranks of mixtures. 


ARNSTADT 
GREAT: CHOIR: 
Principal, Principal, 4 ft. 
Viola di Gamba. Lieblichgedackt. . 
Quintaton, 16 ft. Spitzflote, 4 ft. 
Gedackt. Quinte, 3 ft. 
Quinte. Sesquialtera. 


Octave, 4 ft. 
Mixture (4 ranks) 
Gemshorn. 
Cymbel (2 ranks) 
Trompette. 
Tremulant. 
Cymbelstern, 


Nachthorn, 4 ft. 
Mixture (2 ranks). 


PEDAL: 
Principal Bass. 
Sub-Bass, 16 ft. 
Posaunen as 


6 
Floeten-Bass, 4 ft. 
Cornet Bass, 2 ft. 


The purist will note with uplifted eye- 
brows the presence of thé tremulant and, 
according to Hull, Bells (Cymbelstern). 


WEIMAR 


GREAT: 
Principal, 8 ft. 
Quintaton, 16 ft. 

xyemshorn. 
Gedackt. 
Quintaton, 4 ft. 
Octave, 4 ft. 
Mixture (6 ranks). 
Cymbel (3 ranks). 
Glockenspiel. 


CHOIR: 
Principal. 
Viola di Gamba. 
Gedackt. 
Trompete. 
Kleingedackt. 
Octave, 4 ft. 
Waldfloete, 2 ft. 
Sesquialtera. 


PEDAL: 
Gross Untersatz, 
") 


Sub-Bass, 16 ft. 
Posaun-Bass, 16 ft. 
Violon-Bass, 16 ft. 
Principal-Bass. 
Trompeten-Bass. 
Cornet-Bass, 4 ft. 


Again the purist will shake his head 
over the bells (Glockenspiel). 


St. THomMaAs, LEIPsIc 


GREAT: 
Principal, 16 ft. 
Principal. 
Quintaton, 16 ft. 
Octave, 4 ft. 
Quinte, 3 ft. 
Superoctave, 2 ft. 
Spielpfeife. 
Sesquialtera. 
Mixtur (6, 8 and 

10 ranks). 


CHOIR: 
Principal. 
Quintaton. 

Lieblich Gedackt. 
Klein Gedackt, 4 ft. 
Querfloete, 4 ft. 
Violine, 2 ft. 
Rauschquinte 
Doppelt. 
Mixtur (4 ranks). 
Sesquialtera. 
Spitzfloete,4ft. ° 
Schall floete, 1 ft. 
Krummhorn. 
Trompete. 


_ SWELL; 
Grobgedackt. 
Principal, 4 ft. 
Nachthorn, 4 ft. 
Nasat, 3 ft. 
Gemshorn, 2 ft. 
Cymbel (2 ranks). 
Sesquialtera. 
Regal. 

Geigen Regal. 


PEDAL : 
Sub-Bass, 16 ft. 
Posaune, 16 ft. 
Trompete, 8 ft. 
Schalmel, 4 ft. 
Cornet, 2 ft. 


The Krummhorn suggests that even 
in the days of’ the great J. S. B. there 
were organ builders who imitated the 
timbre of other wind instruments. 


UNIVERSITY OF LEIPZIG 


GREAT : 
Gross Principal, 


Gross Quintaton, 
16 ft 


Klein Principal. 
Schalmei. 
Flute Allemande, 
Gemshorn. 
Octave, 4 ft. 
Quinte, 3 ft. 
Quint Nasat, 3 ft. 
Octavine, 2 ft. 
Waldfloete, 2 ft. 
Grosse Mixtur 

(5 and 6 ranks) 
Cornettei (3 ranks) 
Zink (2 ranks) 


SWELL: 
Principal. 
Viola di Gamba 
Naturelle. 
Grob Gedackt. 
Octave, 4 ft. 
Rohr Floete, 4 ft. 


CHOIR: 
Lieblich Gedackt. 
Quintaton. 

Flute Douce, 4 ft. 
Quinta Decima, 
4 ft. 


Decima, Nona, 3 ft. 
Hohl Floete, 2 ft 
Viola, 2 ft. 
Vigesima Nona, 


1% ft. 
Weipfeife, 1 ft. 
Mixtur (3 ranks). 
Helle Cymbel 
(2 ranks). 
Certin. 


PEDAL: 
Gross Principal, 


Gross Quintaton, 
16f 


Octave. 

Octave, 4 ft. 

Quinte, 3 ft. 
Mixtur 

(5 and 6 ranks). 


Octave, 2 ft. Gross Quinte, 6 ft. 
Nasat, 3 ft. Jubal, 8 ft. 
Sedecima, 1 ft. Nachthorn, 4 ft. 
Largo, 4 ft. Octave, 2 ft. 
Mixtur (4 ranks). Principal, 16 ft. 
Helle Cymbel Sub Bass, 16 ft. 

(3 ranks. Posaune, 16 ft. 


Trompete. 
Hohl Floete, 1 ft. 
Mixtur (4 ranks). 


All stops are of eight foot pitch unless 
otherwise noted. . 

It is highly probable that Bach set the 
combinations on each manual, leaving 
them undisturbed during the perform- 
ance of that particular piece. The pedal 
organ was registered so as to balance 
the Great organ; it therefore follows 
that passages in the Bach works that have 
a pedal part will be played on the Great, 
and that passages without pedal may go 
to Choir or Swell. 

It will be noted that although the Uni- 
versity organ was probably an impor- 
tant instrument, it had no 32 ft. pedal 
stop; there was one, however, in the 
much smaller organ at Weimar. 

The particulars as to these four or- 
gans are taken from A. E. Hull’s valu- 
able Organ Playing. 


Business Methods in Church 
Choir Work 


By John A. Van Pelt 


Every rehearsal should begin sharply at 
the time set, even though there may be 
only a few present. It is a matter of 
principle. This is the only way for a 
person or an institution to keep faith 
with those who are prompt and keep their 
appointments and the only way to teach 
those who procrastinate to come up to 
time. Also bear in mind that the re- 
hearsal hour is for work and not for a 
social time or an interchange of town 
talk. 


The director is largely responsible here, 


in planning his rehearsal so as to keep 
his choir too busy and interested for 
other than work in hand. “Everything 1s 
beautiful in its time and place.” 

There should be from ten to fifteen 
minutes of absolute silence,in the main 
auditorium previous to the beginning of 
a public service. Many people look for- 
ward to these few minutes of silent wor- 
ship as the most pleasant and profitable 
of the Sabbath Day. Pastors, Sunday 
School superintendents and leaders of 
young people’s meetings should take this 
fact into account and should religiously 
see to it that their respective organiza- 
tions are dismissed for a fifteen-minute 
interval prior to the church service. This 
also gives the choir members sufficient 
time to put on their vestments, receive 
any special instructions from the director 
and be in their positions ready for the 
prayer and entrance into the loft with- 
out the usual hurry and excitement.— 
From The Church Chotr. | 


Ensemble Playing for 


Organists 

Orcanists should be proficient in as 
many branches as possible of accompany- 
ing and ensemble playing. In no other 
way can they gain a sense of rhythin and 
the general technique of reading music. 
Constant playing with singers in secular 
music, and with instrumentalists in chanr- 
ber music is very profitable. Playing 
piano in small.orchestras is excellent 
practice in ensemble playing, provided 
the players are good musicians. 

The great: French organists all have a 
complete knowledge of the orchestra, 
gained from composing in the larger 
forms, requiring an orchestra. Some of 
them have had experience playing in 
an orchestra. We find organists play- 
ing tympani and other percussion in- 
struments in conservatory orchestras.— 
Frank S. ApAms in The Console. 
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AUSTIN ORGANS 


The verdict of repair men 
generally is that Austin organs 
stand the test of upkeep and 
of use better than any organ 
in the world. This means reli-. 
able instruments and minimum 
charge for upkeep. 


These items are worth every- 
thing to the buyer. 


AUSTIN ORGAN CO. 


165 Woodland St. Hartford, Conn. 


GUILMANT 


ORGAN SCHOOL 


Dr. WituiaM C. Caru, Director 


150 Students Holding Positions 


Practice Facilities 


The Individuality of Each 
Student Studied 


17 East Eleventh Street 


Send for Catalog NEW YORK 


THE “ORGOBLO” 


will solve your organ 
blowing problems. 


Over 12,000 equipments in use 


Write for new Console Catalogue 
No. 20, also new Student 
Organ Booklet 


THE SPENCER 
TURBINE CO. 


HARTFORD, CONN. 


Winners of the highest awards at 
Panama-Pacific and Jamestown Expositions 


—_— 


TINDALE MUSIC CABINETS 


Just what you ice 


have been wanting if 
nave Deen wane OF 
Will keep your music iy 
in order, free from “ih 
damage and where you f 
can easily find it. Va- 
rious sizes, holding 200 
to 1200 pieces or more. 
Oak or Mahogany. , 
Send for Catalog I] “*} . 
TINDALE CABINET CO., 8 East 34th St. 
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Your Music Is Torn! 


It will Take One Minute to 
Repair it by Using 
Multum-in-Parvo Binding Tape 


&-yard roll of white Jinen or 10-yard 
roll of paper, 25 cents each, postpaid. 


Transparent Adhesive Mending Tissue 
10 cents per package 
If your music dealer does not carry it, send to 


Theo. Presser Co., Philadelphia, Pa. 


Multum-in-Parvo Binder Co. | 
24 Arch Street Philadelphia, Pa. 


v--9 FRECKLES 


W > file 

rE 7 Now Is the Time to Get 
ai Rid of These Ugly Spots. 
’ There’s no longer the slightest need of feel- 
4 (4 ing ashamed of your freckies, as Othine— 
, 17 double strength—is guaranteed to remove 
these homely spots. 

Simply get an ounce of 


OTHINE— 


double strength—from your druggist, and apply a 
little of it night and morning and you should soon see 
that even the worst freckles have begun to disappear, — 
while the lighter ones have vanished entirely. Itis 
seldom that more than one ounce is needed to com- 
pletely clear the skin and gain a beautiful clear 
complexion. 

Be sure to ask for the double strength Othine as this 
is sold under guarantee of money back if it fails to re- 
move freckles. 


Please mention THE ETUDE when addressing 
our advertisers. 


Page 490 JULY 1920 


THE ETUDE 


A CORRESPONDENT writes to know 
whether it is necessary for a violin stu- 
dent to have the gift of “absolute pitch,” 
in order to rise very high in the profes- 
sion. First, let us consider the capacity 
of the ear to recognize tones by their 
pitch. “Absolute pitch” is the ability to 
name a note in the musical scale by sound 
alone, without having previously heard a 
tone, the name of which is known, from 
which it could be calculated. For in- 
stance, the possessor of the gift of abso- 
lute pitch can name the tones struck on 
a piano or other instrument in the next 
room, or when blindfolded. Or he can 
hum any tone in the scale without having 
heard that or any other tone from which 
he could calculate it. 

“Relative pitch” is the faculty of find- 
ing any tone after another known tone 
has been given. For instance, if the tone 
C is struck on the piano and the person 
undergoing the test is asked to find A flat 
or F, or any other tone in the scale, and 
can do so successfully, he is said to have 
the gift (or the faculty achieved through 
training) of relative pitch. A person 
singing at sight must have relative pitch, 
but not necessarily absolute pitch. In 
the same way, to make good progress a 
violin student should have the faculty of 
relative pitch. If he hasn’t it, he is liable 
to play all manner of false intervals with- 
out knowing it. It is, of course, an ad- 
vantage for the violinist to have absolute 
pitch also, for such a player will in- 
fallibly play in better tune, and one can- 
not have too sharp a faculty in violin 
playing for recognizing musical sounds. 
However, I have known many successful 
violinists who had not the gift of abso- 
lute pitch, or at least to only a limited 
extent. 

The gift of relative pitch is quite com- 
mon, but that of absolute pitch is com- 
paratively rare. I had quite an interest- 
ing example of the gift of absolute pitch 
in my immediate family. At the age of 
eight my little son, now a successful com- 


ScaLE study for the ’cellist is compli- 
cated (first) by the necessity for frequent 
shifting. In addition to the keys of two 
sharps and two flats, one or more of the 
open strings are no longer available in 
scale passages; and by the time five 
sharps and five flats are brought into use, 
none of the open strings are available, 
excepting, in a few cases, as a “leading 
tone” (the seventh degree or “‘ti”) in the 
minor scale. Thus a great majority of 
the scales require at least one shift, even 
within the compass of one octave only. 
The use (second) of the second or third 
finger to properly divide the distance be- 
tween the first and the third fingers must 
be carefully reckoned with. And (third) 
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“Tf All Would Play First Violin We Could Get No Orchestra Together.’—R. SCHUMANN 


Absolute Pitch for Violinists 


poser, could name any tone by name, or 
the names of the notes composing any 
chord, when struck on the piano or other 
instrument, without having previously 
heard any known tone struck. He was 
able to do this in the entire compass of 
the instrument, from the lowest to the 
highest note. I conducted many interest- 
ing tests, to learn the extent of this 
natural gift. When asked to sing any 
tone by name, immediately on awakening 
in the morning, before he could possibly 
have heard an instrument of any kind, 
he was able to do so, and on comparing 
the tone with an instrument, it would be 
found invariably correct. At a concert 
he could name the tone any singer had 
just sung, or which had been played on 
an orchestral instrument, or he could 
name instantly the key in which the 
orchestra was playing, even in the most 
difficult or involved passage. Questioned 
in regard to the matter, he said the name 
of the tone or tones being struck seemed 
as plain to him as if he had been asked 
the colors of various articles. This fac- 
ulty had never been cultivated in the 
slightest degree, but was a purely natural 
gift. It seemed strange to him that every- 
one should not be able to recognize tones 
by name as readily as he could. 

The gift of absolute pitch in its highest 
perfection indicates a deeply sensitive 
musical nature, ‘and usually indicates 
great talent. There are many instances 
on record, however, of eminent instru- 
mentalists and composers who did not 
possess it. Some of the great musicians 
possessed it to a really wonderful degree. 
One of the great violinists—whose name 
I cannot at the moment recall—when he 
was a boy called to see an eminent violin 
teacher, whose pupil he wished to become. 
The teacher was entertaining some 
friends at a banquet, which was being 
held in honor of some musical event. He 
directed his servant to show the boy into 
the dining-room. The boy was somewhat 
dazed at the bright lights and festivity, 


and looked expectantly around at the 
company. “Well, my boy,” said the host, 
“you would become my pupil, would you? 
Well, you know a violinist must have 
talent. Now, what note is this?” and the 
host tapped a wine glass, partially filled 
with wine, with a fork. “C sharp,” in- 
stantly responded the lad. 

Then the violin teacher went around 
the table, striking the various glasses of 
the guests, which, being filled to a greater 
or less extent, gave different tones when 
struck by the fork. The lad not onl¢ 
named each tone correctly, but when 
the tone given forth was slightly lower or 
higher than the true tone, told how much 
flat or sharp it was. This extreme sensi- 
tiveness of ear so struck the violin 
teacher that he at once arranged to instruct 
the lad, who became his favorite pupil, 
and, later on, one of the most eminent 
violinists in Europe. 

The faculty of relative pitch can be 
cultivated to a great degree, as is evi- 
denced by the fact that a major portion 
of a sight-singing class learns to sing 
well at sight without the aid of an in- 
s‘rument. Anyone who can sing well at 
sight has the faculty of relative pitch. Ab- 
solute pitch seems to be more of a nat- 
ural gift, and it is claimed by some 
authorities that it cannot be cultivated. 
In this I think they are wrong, since the 
great majority of violinists possess the 
faculty to some extent. 

Many violinists, who might not be able 
to name any note off-hand, on hearing it 
are able, from long experience, to tune 
their violins to the correct pitch without 
the aid of any instrument, tuning fork or 
pitch pipe. This proves that they possess 
the power of remembering pitch to, at 
least, some degree. 

People not musicians, in all sorts of 
trades, are often able to remember pitch 
to a really remarkable degree. An English 
writer, Gardiner, in his famous work, 
the Music of Nature, says of this: “By 
practice the discriminating powers of the 


Systematic Scale Study for ’Cello Students 


By George F. Schwartz 


the natural and the extended arrangement 
of the fingers, according as the distance 
between the first and third fingers is three 
or four semi-tones, must also always he 
considered. 

That scale study is the foundation of 
all musical technic is insisted upon by 
most, if not all, serious musicians; and 
the ’cello is no exception. In view, how- 
ever, of the peculiar difficulties with 
which the ’cello student has to deal, it is 
advisable that he should enter upon his 
task with a clearer understanding and 
with greater care than would be the case 
if these difficulties did not exist. In order 
that scale study may become more sys- 
tematic and effective, the following sug- 


gestion is offered for the earnest ’cello 
student : | 
First—Decide upon some standard scale 
fingering. That given by Julius Klengel, 
in his Technical Studies, is used as a 
basis in what follows. It is important, 
at least during the first few years of 
study, that some one authoritative sys- 
tem of fingering be accepted and strictly 
adhered to. 
~ Second—Memorize the fingering so that 
they may be repeated orally or written 
down. It is not only permissible, but 
quite desirable, that the student should 
visualize the positions of the fingers upon 
the fingerboard. During the earlier 
stages, the student may, if it seems neces- 
sary, have someone read the fingerings 


ear may be carried to the highest degree 
of perfection. The success of thieves 
and gamblers depends on its quickness. 
Since the money has been recoined, the 
regularity with which each piece is struck 
gives them a uniformity of sound that is 
very remarkable, the half-crowns having 
the sound of 


§va 


“Bankers discover the least deviation 
from the proper tone of a coin, by which 
they readily discover the counterfeits. In 
the tossing up of money, gamblers can 
perceive .a difference in the sound, 
whether a coin falls on one side or the 
other. Pye-men are furnished with a 
covering to their baskets, made of a 
smooth plate of metal, by which they take. 
in the unwary, as they readily tell which 
side is uppermost by the sound upon the 
plate, though concealed by the hand.” 

A host of other examples could be in- 
stanced. Hucksters and’ street venders, 
crying their wares, from long habit in- 
variably do so at the same pitch. 

In an instrument like the violin, where 
we have a smooth fingerboard, without 
frets or other mechanical means of find- 
ing the correct pitch, it goes without say- 
ing that the violin student should devote 
much time to systematically improving 
his musical hearing. He should cultivate 
his powers of recognizing tones by their 
pitch as far as is possible, and should 
also study sight singing, so that he is 
able to tell how a piece of music sounds 
by simply looking over it, without an in- 
strument in his hand. A student possess- 
ing this skill will make three times the 
progress that one will who gropes about 
over the fingerboard without first hearing 
in his mind the tones of the passage he is 
trying to produce, 


aloud as he (the student). plays the scale; 
but for obvious reasons this practice 
should be discoutinued as soon as pos- 
sible. 

Third—Notice carefully the places at 
which the shifts are made, and at these 
places indicate, within parenthesis, the 
necessary substitution of fingers which 
is required to bring the hand into its new ~ 
position. It is important that the fingers 
should always be kept, without tension 
but none the less firmly, hovering: over 
their proper places on the fingerboard: 
if this is done, shifts may be reduced to 
rational calculation and not left entirely 
to mere chance. 

To illustrate, we will take the major 
scale of four sharps and the minor with 


THE ETUDE 


four flats, 
octaves: 
E (major) ascending: 
124 (4=2) 124 (4=3) 124 (+1) 
124 (4=3) 13 4. 


each running through two 


Descending: 
431 (1=3) 421 (—1) 421 (1=2) 
421 (1=2) 421. 


F (minor) ascending: 

134(4=2)124(4= 

T2843) ts 4 

Descending : 

421 (1=2) 421 (—¥y) 421 (1=2) 

at (Pee) 434 

Explanation: (4=2) and other similar 
cases, indicate that the hand will shift in 
such a way that the finger preceding = 
shall be brought to the place of the finger 
immediately following the; (+ 1%) and 
(+1) indicates that the finger following 
the parenthesis shall be so shifted as to 
take a position a half step, or a whole 
step (as indicated), beyond the finger im- 
mediately preceding the parenthesis; the 
symbols (—%4) and (—1) reverse the 
reckoning, 7. e., away from the bridge, 
instead of toward it. Underscoring, 
1 2 4, indicates the extended hand. 


It will, perhaps, aid the memorizing of 
the fingering to notice that if we leave 
out of our reckoning the four scales which 
commence on open strings, C major and 
minor and G major and minor, three- 
fourths of the remaining scales begin 
with the first finger; if the few excep- 
tional scales be kept in mind, the task will 
be somewhat simplified. The exceptional 
scales are F, Bb, Eb and B major and E 
minor. 

A reasonable amount of scale study, 
carried on in accordance with the sug- 
gestions here given, will soon break up 
the haphazard and often worse than use- 
less habits of practice, and when once a 
definite system is acquired the student 
will find that, instead of wasting his time, 
reliable results will begin to appear, and 
that a dependable foundation will soon 
be laid for more advanced progress. 


3)124(+4%) 


How Violin Strings Are Made 


By Sigmund K. Proctor 


To the violinist who recognizes the 
great importance of good strings for his 
instrument, it is interesting to know 
something of their manufacture. The gut 
used for violin strings is obtained largely 
from the intestines of sheep. The large 
packing houses of the country are the 
sources from which the manufacturer ob- 
tains his gut supply. As received by him 
the gut is usually in lengths a few inches 
longer than the length of a finished string. 

All good quality violin G strings are 
stretched on boards or racks for a suf- 
ficient length of time, to insure that they 
will not stretch further when placed on 
a violin; they should be tuned up to a 
definite pitch several «mes during the 
stretching process. Owing to the sensi- 
tiveness of gut to moisture, it is best to 
maintain as nearly an equable tempeta- 
ture as possible, in order that the humid- 
ity in the air will not cause the gut to 
swell or break. 

When taken off the stretching device, 
the strings are placed upon the winding 
machine, smoothed off with sand-paper or 
something similar, and wound with silver, 
silver-plated or copper wire. The best 
quality strings are polished until the wind- 
ing is scarcely vis ble and the string is very 
smooth. This polishing improves both 
the appearance and the musical qualities 
of the string. A colored silk end is 
wound on when the polishing is com- 
pleted. 

Every violinist knows the nuisance of 
playing on a string that does not remain 


easily get out of position, 


constant in pitch. Such a fault is due to 
the string having had insufficient or no 
stretching, or to careless tuning. The 
cheapest grade of strings is not stretched, 
but is wound upon lengths of gut rejected 
for better strings. These cheap strings 
are quickly made. In at least one fac- 
tory it is not unusual for an experienced 
operator to wind fifty or sixty dozen in 
a single day. The chief objection to such 
strings, 
quality, is that they stretch on the instru- 
ment,.and in doing so the wire loosens, 
making the string useless. 

A few E, A, and D strings are placed 
upon machines and the gut is polished, 
but most of them, perhaps, are sold just as 
they are received by the manufacturer. 
Violin D strings are sometimes wound 
with aluminum wire, which gives a de- 
lightful and mellow tone. 

Viola, violoncello, and  double-bass- 
strings are wound in a similar manner. 
The larger the string, the more stretching 
it should receive. 


The Violin Bridge 


By L. E. Eubanks 


THE average person defines a violin 
bridge as a device for holding up the 
strings. That definition, while correct as 
far as it goes, leaves out the all-important 
function of a bridge, the conduct of the 
string vibrations to the body of the violin. 

In buying a violin, or in any effort to 
improve one, you cannot give too much 
thought to the bridge. As you doubtless 
know, it should be of maple, with its fig- 
ure cuttings of the accepted form. Go 
farther than this. Ascertain whether 
there is perfect agreement, harmony, be- 
tween the wood of the bridge and that of. 
the violin. Mackintosh tells us that the 
wood pores must agree in’their relative 
size to produce the best results. 

Properly, the fitting of a violin bridge 
is a violin expert’s job. If you tackle it 
be sure you know what you're doing. 
Proper adjustment has to comprehend 
consideration of the sound post. The 
latter, because it is an unglued part, may 
and is a 
favorite target for amateur “violin doc- 
tors’. As the post has to be reached 
through the sound holes, it is very dif- 
ficult to handle. I have seen _ posts 
“staked out”, as a cattleman might say— 
a string around them, coming out at the 
sound hole, so the player could shift the 
position without having to go angling 
each time. No violin will ever amount 
to much in tone if its bridge and sound 
posts are being shifted every few days. 
An expert may require weeks of experi- 
ment properly to set the post, with refer- 
ence to the bridge, but when he finally 
decides it, a player should let that adjust- 
ment alone unless there is good reason 
for change. It is not a thing to be idly 
“monkeyed with”. 

A point of bridge adjustment overlook- 
ed by rough workmen is the fit of the 
feet on the arch of the violin’s belly. 
This must be exact or imperfect tone is 
inevitable. See that the back edge of the 
bridge feet is in a straight line with the 
inner notches of the sound holes. 

Naturally, the bridge should be thickest 
at its base; the feet should be about 
twice as thick as the top, though always 
bridge adjustment is an “individual 
case”; no two violins are precisely alike, 
and a “too thick” bridge will deaden the 
instrument and make tone production a 
real task. Likewise with the height, -a 
hard player needs a rather high bridge, 
whereas the soft player would fail with it. 
It must never be forgotten, too, that a 
much-scraped violin belly cannot adapt 
itself to the same height of bridge as 
can a new instrument. Also, the height 


in addition to their inferior tone. 


of fingerboard has to suit the bridge 
height. 

Care for the bridge. It will pay. Do 
not believe that time-worn statement that 
an accumulation of rosin-dust around its 
base improves tone; keep it clean, as well 
as the entire instrument. 

Watch the notches to see that they are 
not wearing too deep, and prevent this 
by dressing down the bridge top when 
necessary. Some violinists have an 
“extra” notch outside the E-groove, tune 
up the string in it, then transfer to the 
regular notch. The other strings, being 
manipulated less, would not require this. 
An inlay of ebony greatly slows down the 
wear on bridge notches, but some playeis 
claim that it detracts from quality of 
tone. 

Do not let the bridge snap down when 
you are tightening the strings. 
watched, it will lean more and more and 
after repeated tunings may fall and 
break, or injure the violin belly. I know 
it is against that rigid rule, “never move 
the bridge’, but I think it well to tip it 
a wee bit toward the tail-piece before 
tuning, so that the pull will just 
straighten it. Otherwise, the player 1s 
very apt to forget to straighten it till— 
Snap! Surely it is better to tip a bridge 
purposefully than let the strings do it 
without regard for results. 


Violin Questions 
Answered 


M. A.—yYour only course is to send your 


violin to an expert for examination, and 
appraisal. You will find the names of 
several dealers in old violins in the advertis- 
ing columns of THE HTUDE, who can do this 
work. for you, for which they would, of 
course, charge a fee. 


M. C.—As you know something of music 
already, and seem to possess a genuine love 
for it, it is possible that you might accom- 
plish a great deal, starting even as late as 
18. I could not hazard a guess as to what 
you could do, without a personal hearing. 
Take a term of lessons from some good violin 
teacher, and he will then be able to advise 
you. 


M. C.—To keep your pegs in good working 
order, wet your finger, rub over a cake of 
soap, and twirl the peg around in your 
fingers, then rub chalk on the peg. You will 
find that it will turn easily in the peg hole, 
but the chalk will keep it from slipping. 
2. If by a patent head you mean the keys 
with cog-wheels such as are used on the 
mandolin, it is an insufferable nuisance. It 
is heavy, and the cog-wheels wear and rattle, 
and nothing but trouble follows their use. 
If you have your pegs well fitted by a good 
violin maker, you will not have the slightest 
trouble in tuning. 


C.—As a general rule of violin technic 
the ‘fingers are held on the strings. as much 
as possible, otherwise the violinist would do 
much unnecessary labor, and his intonation 
would suffer. However, there are exceptions 
to all rules, and in the case of single notes 
in slow tempo such as you speak of, re- 
quiring free finger and wrist action for the 
vibrato, there is no harm in raising all but 
the finger producing the tone. 


N. V. G.—yYou might name your trio after 
the first violinist, or one of the other mem- 
bers, or after one of the great composers, as 
“Mozart Trio,” “Haydn Trio,” «= ete: You 
might get engagements in other cities by 
advertising in musical journals of general 
circulation, or by writing to churches, lodges, 
societies, and to personal friends in towns 
and cities near your home town. Engage- 
ments of this kind are often secured through 
friends, or through a personal visit to towns 
where you think engagements might be 
secured. 


W.—To learn the vibrato, get Ehberhardt’s 
work on the Vibrato and its Artistic Uses. 
An excellent little work on violin playing 
is the Violin and How to Master It, by 
Honeyman, also Secrets of Violin Playing by 
the same author. 


Cc. A.—The label in your violin means (if: 


genuine) that the violin was made by Gio- 
fredo Cappa, in Italy in the year 1640. 
Cappa was the pupil and imitator of Amati. 
There are a good many factory fiddles about, 
with the Cappa label, so yours may not he 
genuine, You would have to have it examined 
by an expert to ascertain definitely. 


L. L. F.—If you have studied the works 
you name thoroughly, you might take un the 
third book of Kayser’s Op. 20 and Mazas’ 
Special Studies. For pieces you might use 
ee Six Little Fantasias for violin and 
piano 
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We can supply you with everything you may desire 
if you will but write to us fully what you are looking 


for. 
WE OFFER 


STUDENTS’ VIOLINS, from $15.00 to $60.00. 
Violins for advanced players, from $75.00 to $150.00. 
Real Old Violins by real violin makers, from $75.00 to 


$3,000.00. 

Used Violins, from $25.00 to $100.00. 

The World Famous ‘‘GEMUNDER ART’’ Violins, from 
$250.00 to $500.00. 

BOWS, from $3 00 to $50.00; pernambuco wood, from 
$10. 00 to $18.00, made by our own workmen 

“GEMUNDER ART’’ Bows at $20, $30 and $40 oneté 


Any instrument sent on ten days trial upon receipt 
of references. Instruments taken in part payment 
at their vaiue. Time payments arranged for violins 
from $50 upwards. Repairing and Reconstruction. 
Further information by correspondence. 


AUGUST GEMUNDER # SONS 
Estab. 1846 141 West 42nd St., N. Y. 
Subscribe to THE VIOLIN WORLD 


Monthly $1.00 per 
Established 1892 An Instructive 


ear 
agazine 
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Victrola Records 


Our Victor Record Stock is 
now replete with most of 
the standard and popular 
records which are called for 
every day. Many numbers, 
however, are still missing, 
but the factory promises 
that some of these will be 
forthcoming during the sum- 


mer. e . e ° e 


Our Mail Order 


Business in Victor and 
Brunswick Records 


now extends to every state 
in the Union, and many of 
our customers write us that 
they have obtained records 
from us that they could not 
obtain elsewhere. If you 
have a list of ‘“‘hard ones,” 
send it to us and let us see 
what we can do for you. 

We have just issued new lists 
of both Victor and Bruns-_ 
wick Records, which will be 
mailed to you on request. 
Three or more records sent 


postpaid to any address i in 
they; Bai 7s, ‘ 


THEODORE PRESSER CO. 
1710-12-14 Chestnut St. Philadelphia, Pa. 


OUR ‘*‘SPECIAL’’ 
10 Tested Lengths, 
Does vaie ene 25¢ 
Send for Violin and Cello Catalogue 


MUSICIANS SUPPLY CO. 


60 Lagrange St., Boston, Mass. 


AKADEMIE & ETERNELLE 


Silk Striags 


LA FAVORITA & ELITE 


Gut Strings 
For Sale by Leading Importers and Jobbers 


Sole Distributors M. E. SCHOENING CO., Inc. 


26 East 22nd 8&t. . New York 


OLD & NEW 
VIOLINS 


BEST STRINGS 


GRAND PRIZES 
CHICAGO 1893-ST.LOUIS 1904. 


JOHN FRIEDRICH & BRO. 


279 FIFTH AVE 
NEW YORK. 
EST 1883 


VIOLIN 
OUTFITS 


Please mention THE ETUDE when addressing 
our advertisers. 
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Pass It On 


Don’t you just love music? 

Don’t you just love to play or sing? 

And don’t you just love to hear others 
play or sing? 

Everyone loves music, more or less, and 
generally more. But sometimes people do 
not know that they love good music 
because they have never had an opportu- 
rity to hear any. If you happen to know 
of any such people tell them how beauti- 
ful good music is, and how much they 
would enjoy it if they only had the chance 
to hear it. ) 

Then perhaps some day, when the op- 
portunity does come for them to hear 
something beautiful they will say to each 
other, “Let us go and hear some of the 
‘Good Music’ that we have heard so much 
about.” . 

Just think how happy you will be when 
these people go to hear beautiful music 
because you told them about it! 

Then, after hearing it, they will want 
to learn to play and sing and make mu- 
sic themselves. 

Just think how happy you will be when 
_ these people study music because you told 
them about it! For it is a real pleasure 
to share everything lovely that we have 
with other people, so that they may en- 
joy it, too. 


Bird Songs 
By Minnie Olcott Williams 


Dip you ever lie down on the grass 
‘under the big trees in your back yard, 
or in the park, and just listen to the 
birds sing? There is a concert you can 
hear without money or without price. 
You need only take with you a pair of 
vide-awake ears. All of us do not hear 
well, not because we are deaf, but be- 
cause we are not listening with our mind- 
ears. Some can not tell one song from 
another, but that is because they have, as 
we say, “no ear for music.” 

Every bird sings a different song from 
every other bird, and you will have to pay 
pretty close attention at first until you 
have learned to know how the robin’s 
notes—for instance—differ from those of 
the meadow lark. But when you really 
know, it is a joy to hear all the familiar 
songsters coming back in the Spring and 
calling their greetings to you in the 
early morning. 

I know a woman who was a great bird 
lover, and when she was a little girl 
she used to sit for hours listening to 
their songs until she could whistle them 
herself, and the birds would often answer 
her. When she grew older and could 
play on the piano she used to fit the 
tunes into songs that she knew and finish 
them out. After that she studied how to 
write the. bird-songs by notes on the 
staff, and now she is teaching little chil- 
dren in the schools how to write the mu- 
sic. Do you not think that would be 
an interesting thing to know? 
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Charlotte’s Lesson 


By Madolin G. Booker " 


CHARLOTTE had a very hard piece to 
learn, which she thought very dry, and 
she did not like to practice it at all. 

One day when she was practicing she 
said. to herself, “I will not practice this 
piece any more, because I do not like to 
practice, and, besides, I know it well 
enough.” And she pouted and laid her 
music away. | 

That afternoon she went into the 
woods to gather flowers, and after she 
had gathered a large bunch she sat down 
under a big tree and soon fell asleep. 
She dreamed a wonderful dream—she 
dreamed that she could hear the birds 
talking to each other and could under- 
stand what they said! 


The worst of it was they were talking 
about her. “Certainly,” said one, “Char- 


_ lotte ought to be ashamed of herself, 


shirking her work-the way she does. She 
does not practice correctly at all, and 
her teacher knows it by the way she 
stumbles and plays wrong notes.” 

“Come,” said another, “let us teach her 
a lesson. Let us take her to ‘Jumble 
Land,’ where the people never do any- 
thing correctly.” 

In a moment Charlotte felt herself go- 
ing through the air, and soon she found 


herself in a strange land, where people 
were hurrying about, doing first one thing 
and then another, and never finishing 
anything. The little they did was done 
so carelessly that it hardly hung to- 
gether and it was all askew and crooked. 

“Dear me,” Charlotte thought, “I 
should not want to stay here very long. I 
never saw such an untidy place in all 
my life!” 

After a while an old man came up to 
her and said, “Why, my dear child, what 
are you doing here?” 


Charlotte was very much ashamed to 
be found in-such company, but she an- 
swered, “Oh, sir; I have been idling 


“away my time in music instead of prac- 


ticing as I should, and I am very sorry; 
but if I can go home I will promise never 
to do so again.” 

And the old man answered, “Very 
good. If you promise to do your work 
faithfully and carefully you may go 
home.” 

And Charlotte opened her eyes, and 
there she was—under the big tree, her 
teacher bending over her and telling her 
that it was time to go home, and on the 
way home she told her teacher all about 
her wonderful dream, and _ promised 
never to shirk her work again. 


THE FP CLEF SIGN I ALWAYS TROUGET 
& WAS REALLY VERY FINE, 


BECAUSE IT SHOWS F IS BETWEEN 
THOSE DOTS, RIGHT ON THE LINE,. 


Letter Box 


DEAR JUNIOR ETUDE: 

One beautiful day mother took me for 
a walk in the country. I soon became 
tired so we stopped by a creek, and it 
was not long before I fell asleep on 
mother’s lap. I dreamed that. I heard 
music in the distance and it kept coming 
nearer and nearer until every note was 
distinct. It was getting late so mother 
woke me up, and when I got home I 
went to the piano and played the piece 
note for note. I called it The Dream 
Waltz. 

From your friend, 


Exsie Perry (Age 14), 
Hillsdale, Ore. 


DEAR JUNIOR ETUDE: ' 

You said that you would like to hear 
from another Junior Etupe friend and 
my teacher thought that it would be nice 
for me to write to you. 

I have been taking music lessons for 
two and a half years and like to play 
very much. 

I live on a farm in Virginia and some- 
times in the summer my teacher comes to 
my house and brings some of her pupils 
to pick wild flowers in our woods. The 
woods look very pretty when the flowers 
are in bloom. 

Your little friend, 
Anna Gascu (Age 11), 
Hunter, Va. 
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Who Knows? 


1. In how many ways may one mu- 
sical tone differ from another? 

2. When did Wagner die? 
. What is a leger line? 
. Who wrote “Melody in F”? 
. What is a rest? 
. What is meant by modulation? 
When was Beethoven born? 
. What was the nationality of Ru- 
binstein ? 

9. What is meant by phrasing? 
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_ Answers to Last Month’s 


Questions 


1. A symphony is a long composition, 
following certain set rules, generally in 
three or four movements, for a full or- 
chestra. (Strings, wood-winds, brass and 
percussion instruments). 2. Galli-Curci 
is an Italian. 3. Stephen Foster was. an 
American composer of the ninetenth 
century. 4. His most famous songs are 
Old Black Joe, My Old Kentucky Home, 
Suwanee River (Old Folks at Home), 
Massa’s in the Cold, Cold Ground. 5. Wag- 
ner wrote Lohengrin. 6. The low tones on 
an organ are produced by the long pipes, 
and the high tones by the short pipes. 7. 
An anthem is a composition written gen- 
erally for four-part chorus (or quartette) 
with solo voices, using a psalm or other 
sacred words. 8. A dot when placed after 
a note, increases its time value by one- 
half of its actual value. 9. The words 
“do, re, mi” as applied to the scale, are 
derived from an old Latin hymn, each 
line of which began one tone higher than 
the foregoing one. 


Peter Pan 


By Agnes Clune Quinlan 


“Who is this joyous laughing boy,” 
I heard a fairy say, 

“Who flits around above the trees 
And sings a song so gay?” 


“Tis Peter Pan! ’Tis Peter Pan!” 
Replitd a wise old elf. 

“He’s dancing with the fire-flies, 
And singing to himself.” 


“And should he not be home in bed?” 
“He is beyond a doubt; 

But while he lies there fast asleep, 
His dream-self flits about.” | 


Amie Dora Lottie did a lot of Do, Re, 
Mi. 

If Amie Dora Lottie did a lot of Do, Re, 
Mi, 

Where’s the lot of Do, Re, Mi, 

That Amie Dora Lottie did? 
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Young Folks’ Musical Composition 
“PRIZE CONTEST 


| 8 
O encourage an interest in the subject of musical compo- 
sition among children and young people, THE ETUDE 
herewith announces a Musical Composition Prize Con- 
test for pieces written exclusively by Young Folks under the 


age of sixteen. 


The competitors will be divided into two classes— 


Class I Young Folks under the age of Twelve Years. 
Class II Young Folks from Twelve to Sixteen Years. 
Three prizes will be awarded in each class to the winning 

composers: | 
Ist Prize 2nd Prize 3rd Prize 
$15.00 $10.00 —- $5.00 
Conditions 
I. The contest will close on January Ist, 1921. The Contest is open 
to Young Folks of all nationalities. | 
Il. The compositions may be a Waltz, a March, a Polka, or other 


similar Dance forms. 


Each composition must be not over sixty measures in length and 


may contain two or three original contrasting themes, or melodies. 


Each composition must bear on the first page the line in red ink 


‘‘For THE ETUDE Prize Contest.” 
V. On the last page the full name, address and age of the competitor 


at the last birthday. 
VI. 


Attached to the composition must be the following properly signed 


guarantee by the composer’s teacher, parent, guardian or minister: 


‘This composition was written by—————___+ 


whose age is 


, and was to the best of my belief composed 


and written without adult assistance. 


Signed: 


It is unnecessary to send an additional separate letter. 


music form. 


Compositions winning Prizes 


Piano compositions ONLY will be considered. 
will be published in the usual sheet 


The Winning Compositions will also be published in THE 


ETUDE. 


eligible for a prize. 


No Composition which has previously been published shall be 


X. If return of manuscript is desired postage for return must be en- 


closed. 
XI. 


Address ‘‘Young Folks’ ETUDE Prize Contest,” 
1712 Chestnut St., Philadelphia, Pa. 


You Hear Here 


Dip you ever stop to think about that 
wonderful thing on the side of your 
head that makes you deaf when it gets 
out of order? We make it work so con- 


tinuously and depend on it to be always 


ready and in good order that we do not 
realize how much work it really has to 
do, or how very complicated its machin- 
ery is. 

To begin with it is divided into three 
parts, the outer ear, middle ear and 
inner ear. The outer ear is the little 
shell-shaped piece that we call ear, and 
its business is to collect the sound waves 
and send them into the drum. | 

The middle ear contains three tiny bones 
that pick up these sound waves from 
the drum and send them on to the brain, 
for after all, you know, you could not 
hear anything without the brain. 

The inner ear is the most complicated 
and wonderful part of all, and it in 
turn consists of three divisions. There 
is a theory that we “keep our balance” 


by means of a little canal in this part 
of our ear. 


The part that really does the “hear- 
ing” is called the “cochlea,” which is in 


the third division of the inner ear. It 
contains about eight thousand tiny rods 
and fibres that work something like the 
piano keys—eight thousand of them, just 
think of it! Then beyond them are 
twenty thousand little hair cells that help 
the brain to register the sound. Twenty 
thousand of them, just think of that! 

So you see what a very intricate and 
delicate thing just a plain ear is, and 
how much work it has to do to allow 
you to hear. Of course it is very well 
made or it would be getting out of order 
all the time. And when you are prac- 
ticing or playing, it is really a shame to 
make all those little compartments col- 
lect the sound waves and start those 
eight thousand rods and fibres vibrating 
and doing all that work for a wrong 
note! Take pity on those inner ears and 
avoid careless mistakes and slips. 


Junior Etude Competition 


THE Junior Etupe will award three 
pretty prizes each month for the best and 
neatest original stories or essays and an- 
swers to puzles. 

Subject for story or essay this month, 
“What the Piano Said.” It must contain 
not over 150 words. Write on one side 
of the paper only. Any boy or girl un- 
der fifteen years of age may compete. 

All contributions must bear name, age 
and address of sender (not written on a 
separate piece of paper) and must be sent 
to the Junior Erupe Competition, 1712 
Chestnut Street, Philadelphia, Pa., be- 
fore the 20th of June. The names of the 
prize winners and their contributions will 
appear in the August issue. 

Please comply with all of these condi- 
tions and do not use typewriter. 


ECHOES FROM THE MUSIC 
ROOM 
(Prize Winner) 

As I was going through the woods 
picking. flowers I heard a sound as of 
raindrops pattering on the leaves, then it 
changed to a light fairy dance. I quickly 
ran to where the sound seemed to come 
from, and saw, standing under a large 
beech tree, a boy violinist, playing to 
an audience of birds and flowers and 
chattering squirrels. The woods are na- 
ture’s music-room, and nothing could be 
more lovely than this with the emerald 
green of the leaves, the dark color of the 
bark, and the patches of sunlight show- 
ing between the leaves. The musician 
played a few pieces and then disappeared 
into the woods. I stayed a little while, 
hoping for his return, but as he did not 
come I went home, and I have never 
heard more exquisite music from a more 
beautiful music room. 

Janet Cox (Age 13), 
Sheridan, Indiana. 
ECHOES FROM THE MUSIC 
4 ~ ROOM 
(Prize Winner) 

On entering the building where I take 
my music lesson some very wonderful 
tones struck my ears, and being rather 
tired from my long walk I decided to 
stop and listen. 

On hearing the music I could picture a 
great storm coming up in the west. 
Louder and louder it rolled, and then 
slowly died away into a quiet and peace- 
ful evening. 

Soon another piece was played, which 
made me feel that spring was approach- 
ing. Birds were singing and the ripple of 
a brook could be heard, but everything 
was soon changed, and: the flowers went 
to sleep until the spring came again. 

And then I took my lesson, and I can 
honestly tell you that I played with a 
great deal more expression than before, 
and every tone had:a new sound, and 
much of the hidden beauty of the music 
was brought out, because I had listened 
to the echoes from the music room. 

Epwin G. Dretet (Age 13), 
South Hadley Falls, Mass. 


ECHOES FROM THE MUSIC 
ROOM 
(Prize Winner) 

As I lay rocking to and fro in my 
hammock a man came to me and said, “I 
am Professor Hoffman. I have come to 
ask you to help make the echoes from 
the music room more pleasing, and you 
can help by practicing more and doing 
your best at your lessons. I have been 
teaching for many years, and my pupils 
have never helped me.” At this he van- 
ished, and I was left rubbing my eyes. 
“But,” I comforted myself, “our teach- 
er’s studio is very pleasant, and on the 
walls pictures of great musicians are 
hung. We have a club, and at each 
meeting we study the life of a musician. 
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_ All this is very nice, but, after all, what: 


have J done to help make the ‘echoes’ 
more pleasing?” | 
Manpce Taytor (Age 13), 
Fulton, Kentucky. 


-Honorable Mention for 
Compositions 


Edna Fuchs, Josephine C. Harlow, Eleanor 
Purcell, Margaret M. Dyson, Pricilla Smith, 
Frances Mullin, Elizabeth Reynolds, Mary M. 
Brown, Pearl Callan, Beatrice Leal, Margaret 
Collins, Mary Hall, Elizabeth Walsh, Mary 
Devine, May Blake, Catherine J. 
Elizabeth Coleman, Ada Johnson, Ina Benton 
Barnard, Wren Duncan, Peggy Miller, Freda 
Thompson, Florence Dickson, Ruth McGregor, 
Dorothy Hobson, Katheryn McDonnell, Mary 
E. Lapp, Wilda Mae Frank, Isabel A. Wil- 
liams, Jean Bostwick, Avelyn Jacobs, Mag- 
delina Kurzawa. 


Puzzle 
Philip Tapperman (Age 14) 

Att the words described contain the 
same number of letters. When correctly 
guessed and placed, one below the other, 
the initial letters will spell the name of a 
famous composer, 

A sign at the beginning of the staff. 

A sacred song. 

A wood-wind instrument. 

An instrument used in playing the 
mandolin. 

A pastoral composition. 

That which is used to represent a tone. 


Answer to May Puzzle 

1. Rest. 2. Notes. 3. Flat. 4. Bar, 5. 
Scales. 6. Sharp. 7. Staff. 8. Signature. 
9. Tie. 10. Common c(h)ord. 11. Tone. 
12. Minor. 13. Lines. 14. Bass (base). 
15. Pitch. 16. Measure. 17. Major. 18. 
Natural. 19. Time. 20. Keys. 21 .Hold. 
22. Space. 


Prize Winners 
John Wade Stattler (Age 8), Friends- 
ville, Md. 
Elizabeth Richardson (Age 13), New- 
ark, Md. 


Margaret L. Ward (Age 13), Mystic, 
Conn. 


Honorable Mention for 
Puzzle 


Helen Schoner, Leone M. Blackman, Grace 
Finney, Catherine Stouffer, Gertrude Green- 
berg, Frances Del Fosse, Frederick Bhret, 
Laurence Ryan, Thelma Loveless, Arietta 
Steffy, Sylvia Allshesky, Dorothea O’Neil, 
Martha Miller, Edwin Dietel, Ruth M. Weis- 
senborn, Euthene Conley, Katherine Rush, 
Jane Chevening, John Henry Griswold, Helen 
Stockard, Kathleen McCloud, Mary Gardiner, 
Yvette Bush, Julian Lark. 


Letter Box 


DEAR JUNIoR ETUDE: 

I have not seen any letters from Wis- 
consin so I thought I would write. I 
am eleven years old, and in the third 
grade in music. I like music very much. 
I belong to a “Music and Art:Club.” I 
would advise everybody who hesitates to 
subscribe to THE Etune to do so! 

From your friend, 
Marjorie LAWTON, 
Whitewater, Wis. 


DEAR JUNIOR ETUDE: 

I have been getting Tur Ertrune for 
three years, and like it very much. I am 
eleven years old and in the fifth grade in 
music. I live in a little town which is 
situated on Lake Pontchartrain, and its 
waters contain many crabs, shrimps and 
fish. Many people come here in the sum- 
mer time. I would love to hear from 
some JUNIOR Erupe friends, and I would 
surely answer their letters. 

From your friend, 
Marion PRIETO, 
Mandeville, La. 


Patty cake, patty cake, music man, 
Play me scale as fast as you can; 
Play it and play it and play it and then, 
Just begin over and play it again. 


Murray, ~ 
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NEW WORKS. 
Advance of Publication Offers— 


Special Off 
July, 1920 5 gg 
Beethoven’s Selected Sonatas.......... $1.00 
Child’s Own Book—Liszt, Tapper...... .10 


Compositions for Beginners—Hamilton.. .60 
Easy Arrangements of Celebrated Pieces .40 
For the Home—Gaenschals........... 


Four Octave Keyboard Chart.......... 
Henlein Mandolin Method. Book lI.... 
Introductory Polyphonic Studies...... 
Melodies Without Notes—Hudson..... 
Piano Questions Answered by Josef 


EE ALD ee ee ctan thea ae 
Rachmaninoff Album ......... e008 .50 
Seven Songs from the South—Strickland __.60 
Songs and Dances from. Foreign Lands, 

hen gnuiyls wig Sie WRN Wa eige .05 
Studio Song Album...... wots 4 Gelade af ehmase 40 
TRCUAIROWEEY ALBUM boise tees .50 
Twelve Games for Children........... .40 
Twenty Progressive Studies—Greenwald 05 
Virginian Romance—H. Loren Clements  .50 


‘‘On Sale’’ Returns and 
Yearly Settlement 


As the statements for the month of 
June were being mailed one of our book- 
keepers remarked how wonderful _ it 
would be if all of our patrons settled 
their accounts for the season then clos- 
ing during June and July so that busi- 
ness for a new season might be recorded 
on a clean ledger page. 

A happy thought and one in which we 
join, although we know that all of our 
patrons do not find it convenient to make 
their settlements until later in the sum- 
mer. However, it would help a great 
deal if those of our patrons who have 
not already made returns of unused On 
Gate music, with the view of receiving 
eredit for it and a revised statement of 
their account, would do so now because 
our organization -is in best shape possible 
to handle returns of teaching material, 
vacations in some instances being ad- 
vanced to meet the condition and with 
the view of giving prompt and efficient 
service. 

Our oft-repeated message that care 
should be taken in wrapping and mark- 
ing return packages is worthy of repeti- 
tion here. SELECT HEAVY WRAPPING PAPER, 
IF AT ALL POSSIBLE TO SECURE IT, PLACE THE 
MUSIC TO BE RETURNED BETWEEN CARD- 
BOARDS, OR CARDBOARD PAPER SUCH AS DE- 
PARTMENT STORES AND MAIL ORDER HOUSES 
USE INSIDE OF THEIR PACKAGES, WRAP 
NEATLY BUT DO NOT SEAL, TIE SECURELY 
WITH STRONG TWINE AND PASTE ON OUTSIDE 
WRAPPER THE GUMMED LABEL MAILED WITH 
THE JUNE STATEMENT. NAME AND AD- 
DRESS SHOULD BE PLAINLY WRITTEN ON THIS 
LABEL, WHICH GIVES FULL INSTRUCTIONS AS 
TO MANNER OF FORWARDING. SELECT 
CHEAPEST WAY AND PREPAY CHARGES. 

Complaints that arise from failure to 
receive credit for returns are traceable 
in almost every instance to the receipt 
of such returns from the post office or 
the express company without the sender’s 
name or address appearing on package or 
the package is in such a dilapidated con- 
dition that all markings have become 
obliterated, and in many instances the 
music, especially when rolled, is badly 
damaged. 

Our patrons write at times asking us 
if they may retain such On Sate material 
as we may have sent them during the 
course of the season. They seem to feel 
that they can dispose of what material 


they have on hand during the early part — 


of the coming season and in this way 
save payment of mailing charges two 


A DEPARTMENT OF INFORMATION 


New Music Works 


AND OTHER MATTERS OF INTEREST 


REGARDING 


TO MUSIC BUYERS 


ways. We invariably answer “Yes” be- 
cause we know this plan is a helpful one. 
We ask, however, that our patrons remit 
for this material carried over as soon as 
they dispose of it and not wait to the 
close of the season, at which time the 
deferred account must be settled in full. 

Revised statements are mailed as 
quickly as possible after music returned 
has been credited. We ask our patrons 
to pay the amount of balance due by 
check or money order, not later than 
August Ist, unless other arrangements 
have been made by correspondence. The 
amount shown in monthly account column 
on statement is, of course, due and pay- 
able in full. No special terms are given 
nor can we accept returns for credit of 
material charged on monthly account, al- 
though any errors in the filling of orders 
will be cheerfully and promptly adjusted 
if our attention is called thereto. 


Summer 
New Music 


Let every one of our patrons under 
whose notice this falls immediately notify 
us if they desire our Summer New Music 
sent to them. We will send a package of 
piano numbers twice during the summer, 
and small packages of vocal either two 
or three times. This music is returnable, 
the discount our usual liberal one allowed 
the profession. 

This music can be merged with any 
other “On Sale” music. That used can 
be settled for at any time convenient to 
the patron. <A_ postal card will start 
these packages, a postal card will stop 
them. 

Those who have been receiving our reg- 
ular winter season new music “On Sale” 


will not receive the summer novelties . 


without notifying us that they desire 
them. 


Foreign 
Music 


We are now prepared to supply for- 
eign music that was cut off by the war. 
Every piece that was on our shelves be- 
fore the war, and had run out during the 
war, has been replaced as far as possible, 
but there are many works that cannot 
be procured. This is§especially true of 
Austria-Hungary and Germany, and 
partly true of France and England. For 
four years the industry of music printing 
had practically ceased, with the result 
that a great many works have not been 
reprinted since the war. More than one- 
half of the music that we have ordered 
from Europe since the war could not be 
sent. This condition will be greatly im- 
proved as time goes on, and our orders 


will be filled, as European publishers are 


able to supply the goods. There are not 
many of the principal works out of print. 

There is almost as much difficulty with 
American publishers’ music that cannot 
be obtained. The shortage of paper and 
continued trouble with the printers have 
made it almost impossible for music pub- 
lishers to have their works published. At 
one time we had over two hundred works 
out of print. The public has been very 
patient in this respect, and gradually we 
are emerging from the effects of the war, 
and we will hope that by fall, conditions 
will be normal and we will be able to 
supply all foreign and domestic music 
with the same facility that we did before 
the war. 


Profitable Summer 
Musical Reading 


American education is peculiar in that 
our students have never been satisfied by 
what has been doled out to them in 
schools, but, like Oliver Twist, have called 
insatiably, “I want some more!” Many 
students have developed themselves enor- 
mously by intelligent self-study of the 
right kind of musical books. The great 
difficulty is in “getting about it.” There 
is no trouble in obtaining any book, for 
that simply means writing to us and or- 
dering it. If you will plan right you will 
find that certain books are so well out- 
lined that a teacher does not seem neces- 
sary. Better not try to study too many 
different things. Make a specialty of one 
subject and do that well. We have a 
very complete catalog of works upon 
History, Harmony, Interpretation, Peda- 
gogics, etc. Let us know what you most 


desire to take up and we shall be glad 
to advise you as to the best books in the 
subject. 


For Economy and Service: 
Mail Order Music Buying 
from Theo. Presser Co. 


The Theodore Presser Co. not only stands ready at every minute to 
take care of every order, large or small, every need of every music teacher, 
school, convent, conservatory of the United States, but guarantees that 
especially at this time, when the price of every necessity is soaring, to 
supply their needs at as low a price as, and, in many cases, lower than, it is 
possible to obtain supplies anywhere else in the country. 

There has been no time in the history of our business when it was so 


necessary that comparisons of prices and rates be made. 


As regards retail 


prices as well as rates of discount on all sheet music and music books we 
cannot say too strongly that it will pay every teacher to send all orders to 
the Theodore Presser Co. No teacher has the opportunity to investigate the 


whole matter as thoroughly as we have. 


We are giving better service than 


we did during the war, and our prices are very little advanced. We are 
trusting to increased business to make up for the deficiency between what 
we are paying and what we are charging, as compared with the same charges 


in normal times. 


We are hoping that the wave of retail reducing will extend to the manu- 
facturers, the paper makers, printers and binders so that instead of our costs 
constantly increasing as they have been, and are, that they will begin to 
recede, and we can offer further inducements. 

Our every thought and desire is that the music profession shall be con- 


sidered and taken care of in every move that is made. 


From the conception 


of this business thirty-seven years ago these facts have never for a moment 


been set aside. 


Let us send our catalogs which include our method of dealing and all 
the advantages that come from mail order buying from us, or, better still, 
let us send these catalogs along with the filling of your first order to us. 


See how promptly it will reach you. 


To our regular customers we say again, do not fail to send in your stock 


order for next fall’s “On Sale” music. 


The package can be made ready and 


then delivered and charged at any date in the future which is desired. It 
stands to reason that there is always some delay about September Ist when 
every teacher and school wants music at one and the same time. 


THE ETUDE 


Get Next Season’s | 
Teaching Supplies Early 


Even before the close of the present 
season we have booked a large number 
of “On Sale” and general supply orders 
for delivery at specified dates in advance 
of-the actual time for the usual resump- 
tion of teaching. This plan has been in 
operation for several years and has been 
productive of the most satisfactory re- 
sults. 

It entirely obviates the annoyance of 
waiting for needed teaching material just 
when the new season’s work begins and 
gives the teacher ample time to look over 
and classify the music in advance. Con- 
sequently pupils may be provided with 
what is requislte at the very first lesson 

We earnestly advise all teachers to 
take advantage of this offer, not only 
because of the convenience and the satis- 
factory results above cited, but for the 
additional reason that during the summer 
months we shall shave more time to be 
particular about the details of each or- 
der, something done under difficulties in 
September, when so many customers are 
pressing their urgent needs upon us. 
Furthermore, on all early orders of this 
kind specifically worded as being sent to 
us in acceptance of this suggestion, we 
bear the expense of at least half the 
transportation charges, regardless of dis- 
tance, thus saving a considerable item of 
expense for each customer. 

The requisite conditions of the offer 
are: First—A clear statement as to the 
number and grades of pupils in prospect 
for the beginning of the season. Second 
—The approximate date the music is to 
be delivered. Third—The particular men- 
tion of this “Early Order” plan as a part 
of the communication. All orders not so 
defined will be filled promptly when re- 
ceived in accordance with usual terms 
and regulations. 


Summer _ 
Business Hours 


Under this head we would draw atten- 
tion not only to shorter business hours 
during the summer months, but also to 
the fact that our organization is depleted 
by vacations. Not less than twenty weeks 
of persons are eliminated from our sum- 
mer working possibilities. 

This merely means that the last mail 


during the week days and Saturday after- 


noon mails are not attended to until the 
next day during July and August. Or- 
ders received here during the other mails 
of the day are attended to the same day. 
Summer orders do not fall off as much 
as is generally supposed. Many teachers 
are working during the summer, some 
even more than during the winter season. 
We are thoroughly equipped to carry on 
our general business of mail order ,music 
selling, and making and sending of selec- 
tions’ of music for every need. 


Many Advantages in Presser 
Service for Orchestras 
(Amateur or Professional) 


The success our new band and orches- 
tra department has made to date is very 
gratifying. In addition to our regular 
mail-order business, the many customers 
we have pleased pay tribute of appre- 
ciation to the assistance we have given in 
helping them to select such numbers as 
would meet their requirements. 

The photo-play field calls for such a 
wide variety, and as our stock is very 
complete, places us in a position to handle 
orders in an efficient manner. Among 
our big stock of orchestra collections the 
amateur school orchestra will find just 
what they need in easy folios from first 
position to the more advanced grades. 

The demand among the churches for 
good orchestral music is steadily grow- 
ing, and there are so many quiet themes 
that are not strictly sacred, but prove 
more than satisfactory for religious oc- 
casions. 

We would suggest that if you are 
puzzled as to just what to order, let us 
help you out by sending a selection on 
ten days’ trial to look over. 
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Virginian Romance 
By H. Loren Clements 

This is a short musical comedy. The 
work has been presented a number of 
times by the author with the greatest suc- 
cess. There are very little stage appoint- 
ments necessary. There are two scenes, 
one on the Virginia plantation and the 
other in the reception room requiring 
only slight preparation. The work does 
not require professional singers. It can 
be taken up by any school or college or 
amateur performance at almost any time. 
The plot concerns the love affair of two 
descendants, respectively, of the North 
and the South, and the ruse by which 
they gained a doting father’s consent, and 
how they foiled the villain of the play. 
Incidentally there is much local color and 
snatches of familiar war-time and pa- 
triotic melodies are introduced. The time 
of the performance is less than one hour. 
It would make a pleasing second part of 
a musical entertainment. The music is 
very sprightly and catchy. It is just one 
of those musical plays that amateurs de- 
light in. Those seeking something new 
for entertainments for the coming season 
will find something interesting in this 
work. Our advance price for the book 
in advance of publication is 50 cents. 


Seven Songs from the South 
By Lily Strickland 


This new. cycle or series of songs by a 
favorite writer is to be published in a 
single handsome volume. ‘The titles of 
these songs are Mammy’s Sleepy Time 
Songs, Mammy’s Religion, The African 
Jeremiad, Mistah Turkey, But I Prays, 
Hick’ry Tea and River Jurdan. The 
composer’s treatment of her subject in 
these songs is most sympathetic. The 
songs are truthful and characteristic, 
and among the best things that this 
writer has done. i 

The special introductory price in ad- 
vance of publication is 60 cents, postpaid. 


Tschaikowsky Album 
for the Pianoforte 


In our new Tschaikewsky collection all 
of the most popular piano pieces of this 
writer will be included in one volume. 
Many of the Tschaikowsky numbers have 
already become classic, such numbers, for 
instance, as Chanson sans Paroles, Ro- 
mance in F Minor, June, Humoresque 
and Troika. All of these and _ other 
favorites will be found in this book. 

The special introductory price in ad- 
vance of publication is 50 cents per copy, 
postpaid, 


Easy Arrangements of 
Celebrated Pieces for 
the Pianoforte 


This new volume will serve as a splen- 
did introduction to the works of the 
great classic and modern masters. It 
will contain such numbers as The Ro- 
mance, from Mozart’s D Minor Concerto; 
Handel’s See! The Conquw’ring Hero 
Comes; Mozart’s Don Juan Minuet, and 
similar numbers, all newly transcribed by 
M. Moszkowski; Dussek’s Les Adieua; 
Chopin’s Funeral March; Gluck’s Aria; 
Schubert’s Military March, and Schu- 
bert’s Valse, all arranged by A. Sartorio; 
Rubinstein’s Melody; Schumann’s_ Ro- 
mance, and Chopin’s Nocturne, arranged 
by H. Harthan and others. 

The special introductory price in ad- 
vance of publication is 40 cents, postpaid. 


Twelve Games for Children 
Arranged for the Pianoforte 
By M. Greenwald 


In this book Mr. Greenwald has em- 
ployed a favorite device of his, which 
consists in taking a popular and tradi- 
tional melody, first presenting it in sim- 
ple form with text and then following it 
up with one or two pleasing variations. 
The pieces lie chiefly in grades one and 
two. 

Our special introductory price in ad- 
vance of publication is 40 cents per copy. 


For the Home 
By Gaenschals 


This little work will be published dur- 
ing the summer months. It consists of 
very easy four-hand music. The right 
hand is within the compass of five notes, 
and the left hand is also very simple. 
The main features of the work are the 
pleasing melodies and the easy arrange- 
ment throughout. Many of these com- 
positions are arrangements of folk songs. 
There are generally two pieces on a page. 
Material for pleasing, easy four-hand 
music is rare, and this is one of the 
finest volumes that we have come across 
for years, and we take great pleasure in 
presenting it to our patrons. Our price, 
if purchased in advance of publication, 
will be 30 cents. 


Compositions for Beginners 
By A. H. Hamilton 


As announced in our last issue we have 
a work that covers a field which has 
scarcely been occupied, and that is Com- 
positions for Beginners, In literary work 
the little ones begin to write simple com- 
positions in the earliest grades. It is a 
part of the common school education. 
This work provides for the music student 
very simple work in composition that can 
be taken up with children from eight to 
ten years of age. The work presupposes 
no knowledge of harmony on the part of 
the pupil. All material necessary along 
theoretical lines is given in the book. 
The work begins with the most simple 
forms and continues step by step until 
the regular forms of composition are 
reached. Anyone who has finished the 
book, doing all the work required therein, 
will have found increased joy in the study 
of music. It will stimulate them to con- 
tinue in the advance work of harmony 
and composition. We cannot too highly 
recommend this work. It can be taught 
both privately and in classes. Our spe- 
cial advance price is 60 cents. 


Studio Song 
Album 


We are continuing this month the spe- 
cial introductory offer on this new and 
very useful book. It is a compilation of 
teaching songs, songs of moderate com- 
pass and easy to sing, which at the same 
time have real musical and educational 
values. In the earlier stages in a course 
in singing it is necessary to use songs of 
this type in considerable number; hence 
the value of a, collection of this nature. 

The special introductory price in ad- 
vance of publication is 40 cents, postpaid. 


Four-Octave 
Keyboard Chart 


The chief advantage of our new Four- 
Octave Keyboard Chart lies in the fact 
that it may be used in a horizontal posi- 
tion for table work or it may be placed 
immediately in back of the piano keys 
for the purpose of combining the study 
of notation simultaneously with the learn- 
ing of the names of the piano keys. 
This chart also contains very rudiment- 
ary instruction, such as note values, time 
signatures, ete. | 

The special introductory price in ad- 
vance of publication is 20 cents, postpaid. 


Rachmaninoff Album 
for the Pianoforte 


A volume which will contain such mas- 
terpieces as the two Preludes in Cz 
minor and in G minor, together with 
such favorite numbers as the: Romance, 
Melodie and Serenade, cannot but be de- 
sired by every earnest piano student. 
Our new volume will contain all of these 
pieces, as well as other desirable num- 
bers. Compositions of the modern Rus- 
sian school are decidedly in favor at the 
present time, anl the pieces by Rach- 
maninoff have the special advantage of 
not being extreme either in style or har- 
monic treatment. Melody is always to 
the fore, although there is plenty of 
color and originality. 

The special introductory price in ad- 
vance of publication is 50 cents per copy, 
postpaid. 


Twenty Progressive Studies 
for the Pianoforte 
By M. Greenwald 


In the earlier grades of piano instruc- 
tion a great variety of material is needed; 
both teachers and students tire: of the 
same old routine. In second grade work 
particularly it is not necessary to use 
always the same books of studies. The 
teacher works all the better for a change 
in material. Mr. Greenwald’s new Pro- 
gressive Studies furnish an_ attractive 
novelty in second grade work, and they 
may be used in place of studies, just as 
those by Streabbog and others, to very 
good advantage. 

The special introductory price in ad- 
vance of publication is 35 cents per copy, 
postpaid. 


Melodies Without Notes 
By Mrs. H. B. Hudson 


In this little book Mrs. Hudson con- 
tinues the good work begun in her pre- 
vious very successful book entitled 4, B, 
C of Music. In the last-mentioned book, 
in which capital letters were used in 
place of notes, the little pieces were 
so easily learned that they might be 
given to a child even in the very first 
lessons. In the new book the same idea 
is carried out to a greater degree; a few 
chords are introduced, for instance, and 
some little accompaniments are attempted 
in the left hand. Some little pieces by 
various educational writers have been 
transcribed so that they may be pre- 
sented in the letters instead of in mu- 
sical notation. 
very tuneful. 

The special introductory price in ad- 
vance of publication is 35 cents per copy, 
postpaid. 


The little pieces are all 


Piano Playing and Piano 
Questions Answered 
By Josef Hofmann 


This book contains the ideas of one of 
the great modern masters of the piano- 
forte, not only upon piano playing, but 
upon music in general. It is an adden- 
dum of all sorts of information about 
just such things as modern piano stu- 
dents wish to know. In addition to the 
formal essays contained in the book, there 
are included also a series of questions 
and answers, which were published orig- 
inaliy in serial form in The Ladies’ Home 
Journal, and which attracted considerable 
attention at the time. 

The special introductory price in ad- 
vance of publication is $1.00, postpaid. 


Introductory Polyphonic 
Studies for the Pianoforte 


This work teaches part playing. The 
word polyphonic means many parts, that 
is, there are several parts or voices pro- 
duced simultaneously, in other words, 
counterpoint. This work is systematized 
and graded, and can be taken up by 
pupils who have finished the second or 
third grade. It makes an_ excellent 
preparation for the easier works of Bach, 
and is along the lines of Kunz’s Canons. 
You will not be disappointed in interest- 
ing yourself in this work. The advance 
price is 40 cents. 


Beethoven’s 
Selected Sonatas 


The complete Beethoven Sonatas com- 
prise two large volumes, but of these 
thirty-two Sonatas there are about fif- 
teen only which are most generally 
played. These are the Sonatas which 
will appear in our new volume of 
Beethoven’s Selected Sonatas, Among 


these will be included the Sonatas, Op. 


2, No. 1 and No. 2; Op. 10, Nos. 1 and 
2. The Sonata Pathetique, Op. 14, Nos. 
1 and 2; Op. 26. The Moonlight Sonata, 
Op. 31, Nos. 2 and 3; The Waldestein 
Sonata, and The Sonata Appassionata. 
All these Sonatas are in conformity with 
the celebrated Cotta Edition, and in ad- 
dition thereto they have been carefully 


revised and edited. This will be a splen-. 


did volume for all students. 
_The svecial introductory price in ad- 
vance of publication is 1.00, postpaid. 
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Child’s Own Book 
Liszt 


These immensely popular books are de- 
signed for very little children at the age 
when “toys” are realities. Children like 
to use their hands as they use their 
minds. They “love” to cut out things. 
They “love” pictures. Each sixteen-page 
octavo size booklet in this series is pub- 
lished with blank spaces left for the 
proper pictures. The child cuts out the 
pictures. from a big sheet and pastes 
them in the book, writes in little notes, 
answers to questions, a little biography, 
etc., then binds. on the cover with cord 
and a needle provided for that purpose. 
In the end it is really a “Child’s Own 
Book” because the child has had so much 
to do with the making of it. The series 
now published include the following 
named booklets: Bach, Handel, Haydn, 
Mozart, Beethoven, Schumann, Schubert, 
Wagner, Mendelssohn, Chopin, Verdi, any 
one of which will be sent, postpaid, on 
receipt of 20 cents. Mr. Tapper now has 
a new volume in preparation on Franz 
Liszt. Send 10 cents now for this volume 
and it will be forwarded to you imme- 
diately upon _ publication. 


Songs and Dances 
From Foreign Lands 
Arranged for the Piano 
By M. Paloverde 


Practically all European countries have 
a wealth of folk music, of songs and 
dances which have grown out of the peo- 
ple themselves and out of their lives and 
national customs. In this new work the 
author has assembled a number of the 
most attractive melodies for the various 
countries and presented them in easy and 
playable guise. The melodies are all ex- 
ceedingly attractive and the arrange- 
ments are new, especially made for this 
book. 

The special introductory price in ad- 
vance of publication is 35 cents, postpaid. 


Henlein Mandolin Method 
Book 1 


We are continuing during the current 
month the special introductory offer on 
the Henlein Mandolin Book. ‘This is by 
far the best and most satisfactory in- 
struction book for this instrument on the 
market. It is a very practical sort of a 
book, and the various explanations are so 
simple, when taken in connection with 
the diagrams and illustrations, that the 
book might even be used for self-instruc- 
tion. The book contains a number of 
attractive and playable melodies and 
pieces which may be used both for study 
and recreation. 

The special introductory price in ad- 
vance of publication is 40 cents per copy, 
postpaid. 


The Following Works 
on Special Offer 
Are Now Issued 


The following two books have appeared 
from the press and those of our patrons 


_who ordered them in advance of publica- 


tion will receive them very shortly if they 
have not already received them. These 
works now being published, according to 
our rule, are hereby withdrawn from sale 
at the special prices.. They can now be 
obtained at the regular professional rates 
either “On Sale” or on regular account. 

Standard American Album for thé 
Pianoforte. This will be one of our large 
complete volumes retailing for 75 cents. 
It will contain a very large number of 
pieces exclusively by American com- 
posers, all selected and reselected from 
our very large catalog of such music. 
It is about medium grade. 

Standard Elementary Piano Album. 
Large plates the same as the above-men- 
tioned work, perhaps a larger number of 
compositions than in any other one vol- 
ume published and by the best writers of 
music for the first and early second 
grades will be found in this book. These — 
compositions are selling by thousands to- 
day in separate sheet music form. Price, 
75 cents. 
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Make Your Kind 
Words Useful 


One word from you to the right person 
at the right time will win a new reader 
for Tue Erupe. If you will make it a 
point to say a few words about THe 
Ervupe to your friends, you can choose 
among the rewards below. 

Any of the premiums listed can be had 
for interesting new readers in Tue 
Ervupe. Send $2.00 for each subscription 
thus obtained ($2.25 in Canada). Com- 
plete premium catalog sent on request. 


For ONE Subscription 
(Not your own) 


Album of Lyric Pieces for the Piano. 

Chaminade, C. Album of Favorite 
Compositions. : 

Chopin. Complete Waltzes. 

Manicure Set. 

Modern Dance Album for the Piano, 
18 selections. 

Shirtwaist Set of Pins. 


Any One of the Following for TWO 
Subscriptions 


(One of these can be your own renewal) 


Bonbon Dish, 4 silver plate, gold lined. 

Mathews. 2 Vols. Standard Graded 
Course of Studies, Vol. 1, Grade 1, to 
Vol. 7, Grade 7. 

Mendelssohn. 48 Songs Without Words. 

Silver Thimble. 

Presser, Theo. Student’s Book. (School 
of the Pianoforte, Vol. 2.) Intended to 
follow Mr. Presser’s Beginner’s Book. 

Waterproof Apron. 


Any One of the Following for THREE 
Subscriptions 
(One of these can be your own renewal) 
Baltzell. History of Music. 
Cream Ladle. 
Diamond-shaped Lavalliere. 
Standard Dictionary, Seal, Morocco 
lined. | 
Misses’ Locket and Chain. 


Magazines at Cost 
For One Month 


This month, July, we are offering 
magazines to Erupe readers minus our 
entire profit (with the exception of a few 
magazines upon which the publishers 
have imposed restrictions that we cannot 
honorably disregard). We are doing 
this to contribute our bit to the effort to 
check the high price wave, begun by 
some of the great merchants. 

Although every sign points to still fur- 
ther increases in price (another postage 
increase becomes effective July Ist), still 
we are hopeful that this organized effort 
will influence the trend of prices. 

Offers given below are good only for 
the month of July: 


Sh aia skies ci 5 iad $2.00 Both 
MEU 2g 5 iain ww 6,6 be «840 Jo 2.50 3.85 
NN eed vc NG ss eea $2.00 Both 
Woman’s Home Companion... 2.00 $3.50 
ys) a SOE 2b 5 $2.00 Both 
tal ws ha 1.50f $2.85 


Rt oes ek, oat gs $2.00 } Both 


ETUDE ..... EES SHE ee $2.00 Both 


era et ot $2.00) Both 


$3.75 


Special H. C. L. Offers 
for Renewals in July 


A number of patriotic merchants have 
endeavored to break the backbone of the 
high price movement. They are doing 
this by sacrificing a portion of their 
profit. By reducing prices they are serv- 
ing notice upon manutacturers and job- 


bers that nothing can be gained by with- 
holding merchandise from the market in 
the hope that prices will go higher. 

In making this offer to subscribers who 
will renew their subscriptions during 
July we are trying to follow the example 
of those merchants who are doing their 
bit to destroy the high price menace. 
Add 25 cents to the subscription price, 
making a total of $2.25 ($2.50 in Canada), 
and we will send you your choice of any 
of the following: 

Beginner’s Book. Theo. Presser. 

Student’s Popular Album, Violin and 
Piano. 

Standard Opera Album for Piano (15 
pieces). 

Standard Song Treasury (48 selected 
songs). 

Popular Recital Repertoire (81 pieces). 

Piano Players’ Repertoire of Popular 
Pieces (39 pieces). 


Special Notices 
ANNOUNCEMENTS 


WANTED and FOR SALE | 
Rate 10c per word 


and 


ee oe 


PIANO TEACHER, six years wide ex- 
perience, wishes conservatory position. Spe- 
cial kindergarten training. Capable of train- 
ing Normal students. Also wants work as 
accompanist and further chance to study. 
References given and required. Address, Miss 
M., care of Tum Erups. 


FOR SALE—Pipe-organ pedals, perfect 


- condition. Thirty keys in set. Light weight. 


New. Concave. Radiating. $20.00. P. L. 
McFerrin, 600 8S. Penn St., Independence, 
Kansas. 


RARE OPENING for competent teachers. 
Completely equipped school of music for sale 
at cost. Three teachers, 137 names on the 
books this season. Ill health makes sale 
necessary. Established 5 years. Will pay 
for itself in one season. In far West, in 
small, wealthy city and no competition. 
Could be increased largely. Especially good 
for man and wife, with one or two assistants. 
Apply to D. B., care of THE BETuDR. 


PRESBYTERIAN CHURCH, of Chester, 
8S. C., wants an organist, pianist, vocal and 
instrumental teacher. Three services Sunday. 


One service mid-week. Music class three days 


during week. <A highly educated Christian 
woman with magnetic personality desired. 
Reference as to character and faith re- 
quired. Applications should be mailed to A. 
M. Aiken, Chester, 8S. C. 


WANTED—Musicians for cadet. band. 
Special rate tuition to good musicians. Larg- 
est preparatory school in Hast. New York 
Military Academy, Cornwall on Hudson, N. Y. 


PIANO TEACHER, college graduate, de- 
sires western locality, studio or conservatory, 
where study can be continued. Six years 
teaching experience. Address Miss M. B., 
care THE ETUDE. 


POSITION DESIRED in college or school 
by teacher of five years experience. Can 


give the best of references. Address S., care 
THE HTupDeE. 


SCHOOL OF MUSIC. Private party 
wishes to buy or lease an established school 
in Eastern Pennsylvania. Address P., care 
THE ETUDE. 


WANTED—Party desiring to reach Mr. 
Rjulf Vincent Johnson, formerly of Profes- 
Sional School of Picture Playing, Los An- 
geles, Cal., would appreciate being informed 


of his present address. Write J., care THE 
ETUDE. 


WANTED—Community needs violin teach- 
er. Fine opening. Mountain climate. Excel- 
lent water. Good people. Address “Uplift,” 
care THE ETUDE. 


ANNOUNCEMENTS | 
Rate 20c per word 


MUSIC COMPOSED—Send words. Manu- 
scripts corrected. Harmony, correspondence 
lessons. Dr. Wooler, Buffalo, N. Y. 


 UBRULELES—$3.50 and upward; six cor- 
respondence lessons, $5.00. Wm. Buslap, 
3731 Concord Place, Chicago. 


Can It Be Your Nerves >? * That tired feeling,” 


ty, sleeplessness “‘nervousness”—all are due to lack of Nerve Force. 
drugs are worse than useless. 


depression, irritabili- 
Medicines and 


Send 25c in coin or stamps for the book, **Nerve Force’’—64 pages—bound in cloth, 50c. 


It is the most remarkable book ever written on the vital subject of Nerve Culture. 

If you do not agree that the book marks a turning point in your present life to a life of 
greater health and nerve power, return it and your money will be refunded plus your out- 
lay for postage. 


PAUL VON BOECKMANN, Suite 362, 


110 West 40th Street, N.Y. CITY 


THE ETUDE 


..RE you satisfied with your out- 
A look in the profession—don’t 
you feel that you could estab- 
lish yourself in a position of greater 
responsibility and incidentally enjoy 
a better financial future if you spent 
a little time on brushing up your own 
knowledge? 

An ounce of proof is worth a pound 
of promise. Making claims is easy— 
“making good” is the real test of 
merit. Many readers of THE ETUDE 
—teachers and students, have been 
greatly benefited by our courses— 
others have seen our announcement in this publication for years, but 
as yet have no direct personal knowledge of the 


ee eee ee eee 
Paderewski and Other Great 
Artists Endorse Our Lessons 


Sherwood Piano Lessons 
for Students 


Contain complete, explicit instruction on every phase of piano playing. 
No stone has been left_ unturned to make this absolutely perfect. It would 
surprise you to know that Sherwood devoted to each lesson enough time to 
earn at least $100.00 in teaching. It is possible for you to get all this 
time and energy for almost. nothing, compared to what it cost. The lessons 
are illustrated with life-like photographs of Sherwood at the piano. They 
are given with weekly examination papers. 


Sherwood Normal Lessons 
for Piano Teachers 


Contain the fundamental principles of successful teaching—the vital . 
principles—the big things in touch, technic, melody, ear rhythm, 
tone production, interpretation and expression—a complete set of physical 
exercises for developing, strengthening and training the muscles of the 
fingers, hands, wrists, arms and body, fully explained, illustrated and made 
clear by photographs, diagrams and drawings. 


_ Harmony 


A knowledge of Harmony is necessary for every student and 
teacher. You can study the Harmony Course prepared especially 
for us by Adolph Rosenbecker, former Soloist and Conductor, pupil 
of Richter, and Dr. Daniel Protheroe, Eminent Composer, Choral Con- 
ductor and Teacher. You will receive the personal instruction of 
Herbert J. Wrightson, Theorist and Composer. You need Harmony 
and this is your chance to study the subject thoroughly. 


Harmony Teaches You to 


1. Analyze Music, thus enabling 4, 
you to determine the key of any 
composition and its various har- 
monic progressions. 


Detect Wrong Notes and faulty 
progressions in printed music or 
during the performance of a com- 
position. 


2. Transpose at sight more easily 5. Memorize Rapidly, one of the 
accompaniments which you may be very greatest benefits derived from 
called upon to play. the study of Harmony. 


8. Harmonize Melodies correctly 6. Substitute other notes when for 
and arrange music for bands and any reason the ones written are 
orchestras. inconvenient to play. 


Unprecedented Special Offer ! 


Will you take advantage of our offer of 6 lessons which we offer 
to ETupDE readers without charge or obligation on their part? We 
will send you 6 lessons from the Normal Piano or Harmony Course 
or 6 lessons selected from some other subject, if you prefer. We 
have courses in Piano (one for students and one for teachers), Har- 
mony, Voice, Choral Conducting, Public School Music, Violin, Cornet, 
Guitar and Mandolin. Select the course you are interested in and 
write now for 6 lessons and catalog. You will receive full details of 
the course and be under no obligation to us. The cost is nothing 
and you will benefit much. 


University Extension Conservatory 
Al Siegel-Myers Bldg. Chicago, III. 


Please mention THE ETUDE when addressing our advertisers. 
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‘Chicago Musical Colleg 


FELIX BOROWSKI, President Dr. F. ZIEGFELD, President Emeritus CARL D. KINSEY, Vice-President and Manager 
ae 
The Leading and Largest College of Music and Dramatic Art of America : 


FALL TERM OPENS SEPTEMBER 13 


Faculity of More than 100 Teachers including the following noted artists: (Alphabetically Arranged) 


PIANO VOCAL | VIOLIN 
MAX FISCHEL 

MAURICE ARONSON ELIAS BREDIN 
BARTON BACHMANN BELLE FORBES CUTTER Outer APE eels. 
EDWARD COLLINS IKSEN 
HARRY DETOBILER EDOUARD DU FRESNE MAURICE GOLDBLATT 
GLENN DILLARD GUNN MRS. O. L. FOX RAY HUNTINGTON | 
MAX KRAMM ROSE LUTIGER GANNON LEON SAMETINI 
ALEXANDER RAAB tat beta SHARP HERDIEN ORGAN 
KARL RECKZEH JOHN B. MILLER CLARENCE EDDY 
RUDOLPH REUTER ADOLF MUHLMANN ERIC DE LAMARTER 
LOUIS VICTOR SAAR EDOARDO SACERDOTE HELEN W. ROSS 
C. GORDON WEDERTZ © BURTON THATCHER C. GORDON WEDERTZ 


HARMONY, COMPOSITION, COUNTERPOINT, CANON AND FUGUE 


FELIX BOROWSKI LOUIS VICTOR SAAR HAROLD B. MARYOTT LAURA D. HARRIS BARTON BACHMANN 


TEACHERS’ NORMAL COURSES REPERTOIRE AND INTERPRETATION 
JULIA LOIS CARUTHERS (Piano) : CLASSES 
HAROLD Bb MARYOTT ea wax TACHEL (Violin) EDWARD COLLINS. rEoe bcueeine baht: 
WALTON PYRE (Expression and Dramatic Art) BURTON THATCHER 
PUBLIC SCHOOL MUSIC SCHOOL OF OPERA 
HAROLD B. MARYOTT ADOLF MUHLMANN EDOARDO SACERDOTE 
DRAMATIC ART AND EXPRESSION 
WALTON PYRE MINNA MAE LEWIS All Orchestral Instruments Taught 


— * FREE SCHOLARSHIPS AND PRIZES * 


60 Free and 140 Partial Scholarships to be awarded Sept. 1; Application blank on request. Mason & Hamlin Grand Piano, presented for competition in the Post Graduation 
Class by the Mason & Hamlin Co. Conover Grand Piano, presented for competition in the Graduation and Senior Diploma Classes by the Cable Piano Company. Valuable 
Violin presented for competition in the Violin Department by Lyon and Healy. Free Public Recital or Orchestral appearance for competition in the Vocal Department. 
These prizes will be competed for in Orchestra Hall, Chicago, before world-renowned musicians as judges. Opera Scholarships. Forty-six Diamond, Gold and Silver Medals. 


DORMITORY ACCOMMODATIONS 
tt YEAR 620 SOUTH MICHIGAN AVENUE 


Peary to Se eer I Pidecondt 


@ 7 sich W°°D CHASE (CHSSL - 
°F MUSIGAL ART 


TELEPHONE SUITE 800 


WABASH 8703 CS sa CS y-~) x) ‘Oo LYON & HEALY BLDG, 
A SCHOOL FOR THE TRAINING OF PROFESSIONAL MUSICIANS 


Annual Teacher’s Course 


y ww 4 = CHICAGO, July 6th to 16th, 1920 
( INCORPORATED) and July 19th to 30th, 1920 
a 60 61 3 Healv Buildin hicago FIFTY HOURS under the personal direction of MARY WOOD CHASE, 
Dept E, 0-610 a & y di 8» Chi 8 Concert Pianist, Author of Natural Laws in Piano Technic, assisted by BESSIE 
ELIAS DAY. President and Teacher of Dramatic Art WILLIAMS SHERMAN, Pianist and Lecturer on Modern Tendencies in Music, 
: ‘ ; , Author of On the Road to Toneland, a Primary C in Ear-Training. 
THEODORE HARRISON, Director Music Department and pepsi sige pa stat hale Region sce re ron Ril 
Teacher of Voice. Daily Classes in 
ALEXAN DER ZUKOVSKY, Head ‘of Violin Department. TEACHING MATERIAL —Its selection and presentation for the Child and Adult. 
EAR-TRAINING—Development of musical perception. Child Methods. 
Mme. STURKOW- RYDER, Head of Piano Dep artment. KEYBOARD HARMONY__How to train ip AOL xceoiee 
JEANNE BOYD, Head of Theory Department. PREPARATORY, HARMONIC and PEDAL TECHNIC. 


INTERPRETATION—Development of self-expression. 
WRITE FOR FULL INFORMATION—_—_—_—_—'——————= 


Other members of the faculty include: Katharine Howard- | MESO ar Se ae Ee a 
Ward, Chas. Edward Clarke, James Hamilton, Ora Padget- eee 


Langer, Anna Imig, Lawrence Creath Ammons, Karl Klam- 
steiner, Thirza Mosher-Parmenter, Oranne Truitt Day, Clara 


|. Louise Thurston, Will H. Bickett, Frank Borstadt, Marguerite ND DRAMATIC ART 
_ Kelpsch, Rachel Steinman Clarke, Minna Krokowsky. Kimball Buildin ig et Il. t “— Carver Williaa, President 


We specialize 1 In giving thorough preparation for concert work Offers to earnest students the fullest and most profitable ACADEMIC COURSE of high grade, of 
any School of Music in the Middle West. An unexcelled faculty of Artist Teachers. 

and have placed in good concert positions more than 400 BE A MUSICIAN For information, address Dept. E. E, L. Stephen, Manager 

young people during the past seven years. 


DIPLOMAS, DEGREES and TEACHERS’ CERTIFICATES 
Free Catalog on Request OTHER CHICAGO SCHOOLS 
OUR MOTTO: “Definite Preparation for Definite Work” |§ . PAGES 498 and 499 


THE COSMOPOLITAN SCHOOL OF MUSIC 


2 who can quali- 

rivate Leachers % & Asccate 

Faculty Mem- 

bership in the Western Conservatory may provide regular 
Conservatory advantages for their pupils at home. 


E. H. SCOTT, Kimball Hall, Chicago. 
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(Continued From Page 435) 


Coleridge Taylor’s Hiawatha’s 
Wedding Feast has been given in the 
form of opera at the Capitol Theatre, New 
York, under the direction of Nathanael 
Finston and William G. Stewart, with an 
immense chorus and orchestra. This theatre 
seats nearly 6000 people “the largest theatre 
in the world.” It maintains a symphony 
orchestra of 90 musicians. It is one of the 
most gorgeously beautiful theatres in exist- 
ence. 


The Virginia Educational Confer- 
ence has urged and won the appointment of 
a State Supervisor of Music for rural 
schools. 


The largest theatre orchestra in 
the world, in conjunction with one of the 
largest choruses, is to be an outstanding fea- 
ture of the Capitol Theatre in New York 
City, as an accompaniment to their presenta- 


tion of motion pictures. 


The Army Symphony Band of the 
Eastern Department of the U. 8S. Army 
is giving very successful concerts at the de 
Witt Clinton Auditorium. 


Mile. Guiomar Novaes, the young 
Brazilian pianiste, is one of a family of 
seventeen children. 


A Joseph Pulitzer scholarship in 
music was provided for under the 
will of the late multi-millionaire. 
The scholarship is open to students of either 
sex, and the terms for qualification to the 
scholarship are unusually stringent. Applica- 
tion should be made to the Secretary of Co- 
lumbia University for further information. 
Entries close February 1, 1920. 


Rehearsals of American music were 
given before judges in a contest covering 
nine hours in all by the New Symphony Or- 
chestra, under the direction of Paul Eisler, 
assistant conductor. There were symphonies, 
poems, oriental suites and every form of 
orchestral music known to the present time. 
Arthur Bodansky announces that these re- 
hearsals of American music will be a regular 
feature of the end of the season. 


Cubism in music is an outcropping 
of the recent musical season in Paris. 
A musical sect, known as the Dadaists, whose 
aim is the outré in sound, is arousing Paris 
to a frenzy of distaste, not without threats 
of violence toward the perpetrators. 


Arthur Martel, a Boston organist, 
has just signed a ten years’ contract with a 
movie syndicate for ten thousand dollars per 
annum—the highest salary ever paid to a 
movie organist. 


Memphis, Tenn., is to have a Choral 
Society on the strength of twelve highly 
successful concerts which drew out audiences 
of 15,000 people and in which four hundred 
musicians participated. The city is said to 
be looking for the right man to conduct the 
chorus—a capable, gifted, magnetic musician. 
The salary is fixed.at from four to uve thou- 
sand per annum. Inquiries should be ad- 
dressed to Miss Y. Farrington, care the 
Commercial Appeal, Memphis, Tenn. 


Sergei Rachmaninoff, the celebrated 
Russian composer, and his wife, have 
recently become life members of the Society 
for the Publication of American Music. 


John McCormack, the Irish tenor, 
has formally adopted his wife’s nephew, 
whose parents were killed by a German tor- 
pedo at sea. 


Programs in honor of fallen Amer- 
ican soldiers were played in Paris 
by Marcel Depre, organist of Notre Dame; 
Charles M. Widor, organist of St. Sulpice, 
and Hugene Gigout, organist of St. Augus- 
tine. 


English piano manufacturers re- 
cently stopped a strike in its very 
inception by getting together and shutting 
down their works, with a laconic announce- 
ment posted on the closed doors to the effect 
that in view of the giving of more wages 
there would be no profit in the manufacture 
of pianos and it was useless to continue. 
The laborers at once called off the strike and 
went to work. 


A feature of some of the large sym- 
phony orchestras this season is to be 
the inclusion of picked choruses for the rendi- 
tion of special compositions which demand 
chorus music. 


A ten year ban upon German artists 
appearing in this country and England is 
urged by Percy Scholes, editor of The Music 
Student, in Everyman. This ban would ex- 
cept any real genius newly appearing in that 
country, but would draw the line closely 
against those German artists who have fought 
against the ideals of the Allies in the late 
world war, artists who appeared on the con- 
cert stage and made money out of those coun- 
tries they were preparing to fight. 


The concert tour of a Japanese 
company has been held up by the Japanese 
authorities on the ground that, being a mixed 
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FACULTY 


Piano 


Clare Osborne Reed 
Gertrude H. Murdough 
Walter Spry 

Helen B. Lawrence 
William Hill 

Arthur Oglesbee 
Kathleen Air 

Mary W. Holt 
Elizabeth Parker 
Parthenia Carmichael 
Olive Kriebs 

Pearl Marie Barker 
Bertha Farrington 
Lena B. Moore 
Mabe! Lee 

Jessie E. Sage 

Ethel Watts — 
Katherine Hedglin 
Anna Chinlund 
Margaret McArthur 
Maude Jaeger 
Esther Rich 

Helen Elizabeth Taylor 
Edwina Hastings 
Margaret Farr 

Marie Jackson 
Florence Breyfogle 
Gladys Owen 

Olga Junge 

Helen Frish 


Theory 


Adolf Brune 
Mary Strawn Vernon 
Mabel Lee 


company, consisting of both men and women, 
it would create unfavorable remark on the 


part of the public. 


A newspaper from Manila (the Phil- 
ippines) received in this office, con- 
tains a musical column conducted by Mr. 
E. Cook, in which the excellency of the old 
Italian system of vocal development is ex- 
tolled, as well as a discussion as to the best 
exponents of Italy’s golden age of singing. 
In another part of the paper is a report of 
musical entertainments in and about Manila. 
From this sort of thing to the symphony or- 
chestra is only a step, and one may infer 
the swift progress of what we call ‘‘civiliza- 
tion’ in the erstwhile savage islands. 


Springfield (Mo.) Spring Music Fes- 
tival included as its special feature the sing- 
The second day 
included a contest by members of the high 
The festival was given under the 
Missouri 


ing of Mme. 


schools. 


auspices of the Southwest 


Teachers’ College. 


Bangor, Maine, is fighting the Blue 


Galli-Curci. 


Schools and Colleges 


CHICAGO AND OHIO 


OLUMBIA__. 
SCHOOL OF? 


MUSIC... 


CLARE OSBORNE REED, Director 


TWENTIETH SEASON OPENS SEPTEMBER 6th 


Registration Days September 2nd, 3rd and 4th 


School Year 44 Weeks 


This isa remarkable advantage for pro- 
longed work during the Student Period 


A School for the Serious Study of Music — Faculty of Eminent 
Artists and Teachers — Every Branch of Music 


PIANO - THEORY - VOICE - VIOLIN 


Public School Music Methods — Teachers’ Normal Training 
Certificates, Diplomas and Degrees by authority of the State of Illinois 


-_» Advanced Interpretation for 
Special Professional Musicians; Special 
Classes Courses for the Post Graduate 
Teacher, Kindergarten, Ear Training, Har- 
mony, Dalcroze Eurythmics, Sight Read- 
ing, Orchestral and Choral Conducting. 


Free History of Music, Faculty 

oncerts, Pupils’ Recitals, 
Advantages Chorus Class, Orchestra, 
Demonstration of Children’s Class Work, 
Lectures. Graduates assisted to positions 
through the School Employment Bureau. 


» (FREE) Senior Orchestra for 
Students advanced pupils, Junior Or- 
Orchestra chestra for younger pupils. 
An unusual experience for advanced pupils 
in Piano, Voice and Violin to appear at 
rehearsals and concerts. 


Students’ Chorus (FREE) Open to 
students of all departments. 


Public School Music 


The course requires two years for gradua- 
tion but in many instances one year may be 
credited by sufficient teaching experience, 
music study, College or University work, 
and students are enabled thereby to grad- 
uate and secure their Diplomas in one year. 


The special features of the course. are 
Methods and Applied Psychology, Practice 
Teaching, Orchestra Conducting, Chorus, 
extended work in Harmony, Sight Read- 
ing and Ear Training. 


Teachers’ Normal Training 


The demand for teachers and Director 
of Music in Schools and Colleges is much 
greater than we are able to fill. The 
positions pay good salaries under ideal 
working conditions. The Columbia School 
of Music offers an excellent training and 
assists its graduates to secure these places 
through the School Employment Bureau. 
Thecourseincludesthorough and practical 
work in Elementary Teaching and Ad- 
vanced Pedagogy by means of a compre- 
hensive course of lectures on Psychology 
and Teaching as well as practical lessons 


on teaching both class and private as it 
applies to children’s work. Classes are also 
held in History of Music, Dalcroze and Har- 
mony. A novel feature of this course is the 
Model Practice School. In this school are more 
than two hundred children receiving instruction 
in Ear-Training,Sight Reading, Preliminary Har- 
mony, Technic and Dalcroze Eurythmics, under 
the direction of a Faculty teacher. Each Normal 
student is required to attend these classes every 
Saturday morning through the School year. 


Year book free on request 


COLUMBIA SCHOOL OF MUSIC 


Box 173, 509 South Wabash Avenue, CHICAGO 


State 


Laws invoked by the W..C. T. U. against 
the Sunday concerts of the Bangor Sym- 


phony Orchestra. 


CINCINNATI CONSERVAT 


: 52ND YEAR 
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Voice 


George Nelson Holt 
Louise St. John Westervelt 
Lillian Price 

William Clifford 

Edna VerHaar 

Ann Trimingham 

Ethel Jones 


Violin 
Ludwig Becker 


George Dasch 
William Montelius 
Natalie Robinson 


Normal Training 


Clare Osborne Reed 
Gertrude H. Murdough 
Louise St. John Westervelt 
Helen B. Lawrence 
Ludwig Becker 

George Nelson Holt 
Kathleen Air 

Olive Kriebs 

Mary Strawn Vernon 
Saida Sparks 


Public School 


Music 


Mary Strawn Vernon 
Ann Trimingham 
Adolf Brune 

William Montelius 


Louise St. John Westervelt @: 
Parthenia Carmichael 


ORY of MUSIC. EstapuisHen 1867. 


CLARA BAUR, Foundress 


Conducted according to methods of most 
progressive European conservatories 


Elocution—MUSIC—Languages 


Faculty of International Reputation 


Exceptional advantages for post-graduate and repertoire 
work. Depariment of Opera. 
department wtih supertor equipment. 


Ideai location and residence 


Master class for virtuoso violinists under 


For catalogue and information, address 
Miss BERTHA BAUR Directress, Cincinnati, Ohio. 


WARREN, OHIO 


EUGENE YSAYE 


DANA’S MUSICAL INSTITUTE 


Season 1919-20 


THE SCHOOL OF DAILY INSTRUCTION IN ALL 


BRANCHES OF MUSIC 


Address LYNN B. DANA, President 


Desk E, WARREN, OHIO 


Czerny’s Cats 


MucH has been written about the fa- 


mous dogs owned by Richard Wagner. 
Both of these historic animals are buried 
ir the garden of Wahnfried, not far 
from the grave of their master. 
on the other hand, was inordinately fond 
He often had as many as nine 
running around his house and woe to 
the pupil who did not like cats! 
he was very fond of a pupil he would 
present him with a kitten. 


of ‘cats. 


Czerny, 


When 


Dip you ever do any gymnasium work? 
You remember how heavy and unwieldy 
the dumb-bells and clubs felt—how im- 
possible the trapeze and parallel bars felt 
to your accustomed: muscles! But in 
the course of a few months the dumb- 
bells have lightened, the trapeze and the 
parallel bars stunts are easy'‘to do. It 
‘didn’t come in a day. 


Making Musical Muscle 


you. 


You had to get 


your muscles into the command of your 
will and make them strong. 

It is so with music. 
chords and arpeggios are awkward for 
Then, as you practice, little by lit- 
tle they become easy, till, at last, you 
hardly know you are doing them. 
as easy to make musical muscle as to 
make gym muscle. 
KEEP AFTER IT. 


At first, scales and 
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AMERICAN CONSERVATORY 


FOHN F. HATTSTAEDT, President— Karleton Hackett, Adolf Weidig, Heniot Levy, Associate Directors 


Chicazo’s koremost School of Music 


Located in Spacious Quarters in the New Kimball Building in the Heart of Chicago’s Musical Center 


caer “Schools shee Colleges 
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Thirty-fourth Session Begins September 9, 1920 


Courses of study modern and progressive. Superior 
Students’ Orchestra, Lectures, 


Unsurpassed faculty of ninety artists. 
_ Teachers’ Training School Supplies Teachers for Colleges. 


Piano, Voice, Violin, Organ, Violoncello, Harp, 
Orchestral Instruments, Public School Music, 
Musical Theory, School of Opera, Dalcroze 
Eurythmics, Modern Languages, Dancing, etc. 


School of Acting and Expression, Letitia Kemp- 
ster Barnum, Director. Stage Training, Public 
Reading, Physical Expression. 


Lyceum and Chatauqua engagements secured. 


Concerts, Recitals, Diplomas, Degrees and Teachers’ Certificates. Dormitory accommodations. 


Among the instructors of national reputation 
might be mentioned: Karleton Hackett, Adolf 
Weidig, Wm. Middelschulte, Enrico Tramonti, 
Heniot Levy, Allen Spencer, Herbert Butler, 
Victor Garwood, Silvio Scionti, Ragna Linné, 
O. E. Robinson, Arthur Olaf Andersen, E. 
Warren K. Howe, Louise Robyn, Charles La 
Berge, Kurt Wanieck, Earl Blair, Ramon 
Girvin, and others of equal prominence. 


Free Advantages: 


_servatory Recitals (by members of the faculty 


Including ad- 
mission to Con- 


and advanced pupils) ; Teachers’ Normal Train- 
ing School; Lectures; Students’ Orchestra; Vocal 
Sight Reading Class and A Capella Choir. 

25 free competitive scholarships. (Examinations 
from Sept. 3 to Sept. 7. Apply for examination 
blank.) Gold and silver medals by competition. 
A Musical Bureau for securing positions, 


S Pp EC IAL PRIZES At the.close of the season 1920-21 three yeatly scholarships will be awarded, one in each of the following 
departments: Piano graduating class, Vocal graduating class and Violin graduating class. 


Examinations Free Moderate Tuition Rates 


AMERICAN CONSERVATORY, 571 Kimball Hall, Wabash Ave. and Jackson Blvd., Chicago 


Catalog mailed free on application 


SAAT 
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for Pi anists ca an become perfect sight readers by studying my 

47th Ye ar course on ‘*The Art of Sight Reading.’’ Make your accom- 

MUSIC and dep ty yr of being a pianist complete. Sight reading is not 

a ‘gift’’ and is within the reach of every pianist. It tells 

SCHOOL TEACHERS pal of the difficulties of sight reading and how overcome— 

8 method of ha eg me practi ice—faults s ma ade and how recti- 
who. wish fied—how to play accompaniments at sight—ete 


Complete noures in 5 lessons hy nail: $5. 00. 


DANFORD HALL,4817 Christiana Ave, CHICAGO. 


Pedagogy, Material, Results 


Personal Direction of 


EFFA ELLIS PERFIELD 


NEW YORK CITY, June Ist to 
July 27th 
LAKE SEBAGO, MAINE, August 
Address: 

NEW YORK CITY, No, 58 West 40th St. 
Phone, Vanderbilt 8235 
CHICAGO, 218 South a atte Avenue 
Phon me, Wabash 4279 


Francis L. York, M. A., President 
Elizabeth Johnson, Vice-President 
Finest Conservatory in the West 


Offers to earnest students courses of study based upon the best mod- 
ern and educational principles. Renowned faculty of 70. Students’ 
orchestra, concerts and recitals. Diplomas and degrees conferred. 
Teachers’ certificates, Desirable boarding accommodations. 


Fall Term Opens Sept. 13, 1920 
UNRIVALED FREE ADVANTAGES 


Piano—Francis L. York, M. A.; Elizabeth Singing—Archibald C. Jackson, Mrs. Chas. 
Johnson, Louise Unsworth Cragg, Blanch Strong, H. Clements, Miss Elizabeth H. Bennett, Mrs. 
Minor E. White, Oleane Doty, Alle D. Zuidema, Carrie F. Travers, Carl 

us. Doc.; Ma Guess, Mus. Bac.; Nita house, Hermine Lorch. 
Meyer, Wilhelmina Sutz, Laverne Brown,"Mus. Violin—Earl W. Morse, Edward Tak, Saul 
Bac.; Ethel Littell, Alma Glock and 30 addi- Abramowitz, Miss Grace Ashdown, Edna 
tional instructors. Kersten. 

Organ—Francis L. York, M. A.; Alle D. Zuidema, Mus. Doc. 

Cello—Ludwig Nast. 

Theory, Harmony, Composition—Alle D. Zuidema, Mus. Doc.— 
Post Graduate work in this department. Francis L. York, 

Mandolin and Guitar—Alexander G. Poli. 

Normal Training for Piano Teachers—Francis L. York. 
ecm School Music and Drawing—Miiss Hermine Lorch, Pau 

onore. 

School of Expression—Miss Lilly Adela Darling. 


TWD 
BURROWES COURSE 


of MUSIC STUDY 
KINDERGARTEN and PRIMARY 


Happy Pupils—Satisfied Parents—Prosperous Teachers. 
Classes doubled by use of this meth 


Jniversi 
School of Music 


MARTA MILINOWSKI, B. A.., Director 


A Musical School with College Standards. 
Sound training under teachers of wide 
reputation and long experience. Four 
years course for degree and_diploma. 
Special courses in Keyboard Harmony, 
History of Music and Appreciation. 
School chorus, orchestra and recitals. Con- 
genial home environment. Dormitory ac- 
commodations for girls limited. hae 


' LAKE 
FOREST 


Summer Courses held by 
Miss Katharine Burrowes, 246 Highland Ave., 
H. P., Detroit, Michigan. 
Miss Eva Frances Pike, 2289 West 16th Street, 
Los Angeles, California. 
Miss Evaline warke. 837 Clinton Street, Car- 
thage, Missou 
Miss Kathryn Hiahéeda: 119 Powell Avenue, 
Ottawa, Ontario. 
The teachers’ course includes five weeks’ study in 
Ear Training, Melody Writing, Elementary Har- } 
mony, Musical Form, Analyzing, Transposition, | 
Piano Technic and instruction in the Burrowes 
Course with paraphernalia. 
KATHARINE BURROWES, Dept. D, 246 Highland Ave., 
H. P., Detroit, Michigan, or any of the above addresses. 


ann, Jessie More- 


The Director, Box 105, Lake Forest, Ill. 


Credits allowed by Lake Forest College 
and Ferry Hall for Music School work 


“Detroit Institute of Musical Ar 


GUY BEVIER WILLIAMS, President 
. ASchool which offers every advantageincidental toa broad musical education 
Fifty artist teachers. Highest standards. Artistic Environment. 
For Catalog Address 
1117-1119 Woodward Avenue, DETROIT, MICHIGAN 


“Strongest Faculty in 
the Middle West’’ 


Examinations Free. For Catalog re Oe om 
and Other Information, Address Piaat: Vies Chianounins Bide. 


JAMES H. BELL, Secretary, 1013 Woodward Ave., Box 7— Detroit, Mich. 


H. B. MANVILLE, Business Manager 


Please mention THE ETUDE when addressing ou our advertisers. 


Page 500 JULY 1920 | | : THE ETUDE 


wre GT 
J ht Fae 
5 SO al 


at ° 


) 


rau AL A Ase 
E> 


set Schools and Colleges oy 


caauaedi??™” 4in@ ‘Dad. 
NEW YORK AND PENNSYLVANIA 


QQ GG Wid) AGW”) >FTuwrA{{AAALDT}}DL_XAALAA DAA Iq [ID || AAHNANAIPE 


keh =~ 
5 See alti 
> _ a 


YS. BCDC Www w'°ooew’’Dy wo R010 00H. SS RMA y 
Y 


AT THE 


NEW YORK SCHOOL OF MUSIC AND ARTS 


| CENTRAL Saane'y ge OL tas peep 95th STREET oP Pe . 
e Rat 150 180 ing to teacher f ivate | ich i and room, tuition, lectures, classes, concerts, 
Six Weeks Courses fr om J une Ist to September Ist pe “No pats ft Gee ncleriad faculty, Lisadies “Ralfe editcs Na ang Arthur F riedheim, Eugene Salvatore, Aloys reaher, 


Skidmore School || COMBS CONSERVATORY 


of Arts PHILADELPHIA 


THIRTY-SIXTH YEAR 
A Residential and Day School of unparalleled Facilities for attainiug a complete musical 
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Itha . Conservatory 


Offers not only the opportunity to study certain instrument 
but a complete Musical education and develops Artists— 
not merely ‘‘performers.'’ Unique advantages for those 
preparing for concert work, the Conservatory having several 
of its own companies in the Lyceum field. Ithaca graduates 
are holding many of the best positions in America and are 
qualified to teach in N. Y. State Public Schools without the 
usual examination. Associated Schools of Physical Educa- 
tion, Expression and Dramatic Art. 


Piano and Organ, Vocal, Harmony, Composition, Orchestra- 

tion Band, String Instruments and Languages. Beautiful 

Administration Building, Studios, Concert Hall and Dor- : 

mitories. Perfect method, public appearances, 
e five separate courses for all tat 

Summer Schools; requirements, opening June postlions secured 

Tthand July 5th. Terms moderate. For eatalog address 


THE REGISTRAR, Ithaca Conservatory of Music, 


DeWitt Park, Ithaca, N. Y. MA R i O 


Announcement Extraordinary ! SALVINI 
SEVCIK, teacher of Kubelik and Celebrated voice specialist VOICE 


other famous artists, The 


Charles Henry Keyes, Ph.D.., President 


education in all branches. 


A SCHOOL OF INDIVIDUAL INSTRUCTION 


(Theoretical and Applied Branches Taught Privately and in Classes) 


; Because of its distinguished faculty, original and scientific methods, individual instruction, high 
ideals, breadth of culture, and moderate cost, combined with efficient management, the Comss 
Conservatory affords opportunities not obtainable elsewhere for a complete musical education. 


All branches, Norma! Training Course for Teachers, Public School Music Supervision, 
Military Band Department. Four Pupils’ Recitals a week. Two Complete Pupils’ 
Symphony Orchestras, Reciprocal relations with University of Pennsylvania, 


(Dormitories for Women) 
A School of Inspiration, Enthusiasm, Loyalty and Success 
Illustrated Year Book Free 


GILBERT RAYNOLDS COMBS, Director staan Seaman poe abe neguaigg: 


A college for women offering broad general and 
cultural courses, while providing splendid oppor- 
tunity for specialization. Exceptional courses in 
Music, Voice Culture, Ear Training, All Instruments. 
Chorus and Orchestral Work. Secretarial, Domestic 
Science, Fine and Applied Art, Physical Education 
and General courses, with related subjects. At- 
tractive opportunity for High School graduates. 

Degree Granted. 4 year course leads toB.S. 2 and 
3 year Normal Course, Teacher’s and Supervisor's 
certificate. Residence accommodations. 400 stu- 
dents. For catalogue address Secretary, Box J. 


SARATOGA SPRINGS, N. Y. 


206 West 71st St. 
New York 


IRGIL PIANO CONSERVATORY 


World’s Greatest Violin Teacher, 
is under engagement as a Member 
of the faculty for the season of 
1920-21. Classes in preparation for 
Sevcik start on June 7th and July 
5th. 


Summer Session until August 1st 


NEW ADDRESS: 120 West 72d Street, New York 
MRS. A. M. VIRGIL, Director 


Etude advertising is the open ; 
doer to musical opportunity 


GRANBERRY "48 6. 
SUMMER >... 
COURSE ,...r0ni 


CARNEGIE HALL, NEW YORK 


amen eee 


Crane Normal Institute of Music 


Training School for Supervisors of Music 
BOTH SEXES 
Voice culture, sight-singing, ear-training, harmony, 
form, music-history, chorus-conducting, methods, 
practice-teaching. Graduates hold important posi- 
tions in colleges, city and normal schools. 


53 MAIN ST., POTSDAM, NEW YORK 


[o} 


Beginner's Book for Adults 


Suggestive Studies for Music Lovers 
By CAROLINE NORCROSS 
Price, $1.50 : 


Ofe American Institute gf Applied Music 
SUMMER SESSION, JUNE 21st to JULY 30th 


7 Courses in Voice, Pianoforte, Violin, Harmony 


Send for Circulars and Catalogue 35th Season, October Ist, 1920 
KATE S. CHITTENDEN, Dean 212 West 59th Street, NEW YORK CITY 


| INSTITUTE OF MUSICAL ART 


OF THE CITY OF NEW YORK 


Special PREPARATORY CENTERS in different parts of 
the city for children between seven and twelve years of age. 


FRANK DAMROSCH, Director  ™° GAFEMONT AVENUE 


z= Philadelphia 
Manica? Auaduane 


50th season began Sept. 8. A few vacancies for ad- 
vanced pupils under eminent artist-teachers. Theory, 
instrumental and vocal. Students’ Symphony Orches- 
tras and recitals. Branches in West Phila. and Tioga. 
For prospectus address CHARLTON LEWIS MURPHY, 
Managing Director, 1617 Spruce St. 


THE ALLENTOWN 
CONSERVATORY OF MUSIC 


210 N. 7th Street, Allentown, Pa. 


This admirable book is based upon the principle that 


The Adult Beginner needs the quickest, surest path through the 
elements of music and does not tolerate being bothered with 
juvenile methods designed for little tots who do not even know 
fractions. 


The Adult Beginner must be gratified with melodic pieces of 
mature but not necessarily complicated character. 


MUSICAL AND EDU- 
INTERNATIONAL CationaL AGENCY 
MRS. BABCOCK 


OFF ERS Teaching Positions, Col- 
leges, Conservatories, Schools. 
Also Church and Concert Engagements 


The Adult Beginner requires rapid technic developing studies, so 
that he can acquire playing ability in a short time. 


The Adult Beginner wants to know the “why” of music and wants 
it explained in the simplest possible terms. 


@ Caroline Norcross’s “Suggestive Studies’’ does all this in excellent fashion. The 
pieces are from great masters. the technical exercises are short and interesting, the 
explanations on harmony and form are given so that the musical appreciation of 
the adult in concert, opera, or with phonograph records is greatly enhanced. 
Copies of this unusual book will gladly be sent on inspection. 


CARNEGIE HALL, NEW YORK 


_ PITTSBURGH 
MUSICAL INSTITUTE, tnc. 


College Degrees for Music Students 
with University of Pittsburgh 


4259 FIFTH AVENUE 


PUBLISHED BY 


THEO. PRESSER CO.  ::  :: PHILADELPHIA, PA. 


Streng Faculty, Thorough Instruction 
For catalogue, address the Director 


to] 


Please mention THE ETUDE when addressing our advertisers. 
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THE ETUDE 


What Is Musical Interpretation ? 


By the Rev. F. J. Kelly 


WHEN we speak of music it is the 
art and not merely the essentials, the 
linking together of certain notes accord- 
ing to set rules which general usage has 
agreed upon, and a means of giving ex- 
pression to them, that is meant. Music 
iy merely mechanical action, unless it is 
employed to depict things felt and experi- 
enced. Art always expresses feeling and 
mood, no matter what form it may take. 
The soul of man must be brought to 
bear upon it, the human element must be 
introduced to breathe into it the breath 
ef life, if it is to have anything more 
than a lifeless existence. Music, then, 
is only an art, insofar as it appeals to 
the imagination of the performer, and the 
appeal is made so manifest that the lis- 
tener is affected in like manner. This 
brings to our attention the great and im- 
portant subject of musical interpretation, 
without which playing and singing be- 
ccme a mere exhibition of dexterity. 

Musical interpretation, then, consists 
in revitalizing and adding to certain con- 
ventional symbols, employed by the com- 
poser of a musical composition. It is a 
realizing in tone language of the inner 
meaning of a musical work, according 
to the intent of its composer or as the 
performer conceives it, to which attaches 
something of the emotional state of the 
latter, at the moment. It is impossible 
for one to portray the composer’s idea 
exactly, for the mood and feeling of the 
performer is bound to assert itself. In 
order that a piece of music be something 
more than a printed page, some degree 
of originality, insight, interpretative skill 
is absolutely essential. Without the 
power of modifying and adding to the 
printed marks of expression the repro- 
duction of the composer’s intent is out 
of the question. 


Heartstrings 


True interpretation in music betrays 
the true musician. His playing does not 
merely tickle the ear, but plays upon the 
very heartstrings of his hearers. He 
awakens in them noble thoughts and 
higher aspirations, because his soul com- 
munes with their souls. As no environ- 
ment and no amount of cultivation can 
give the sweet perfume to the flower, so 
no environment and no amount of culti- 
vation can give one a musical soul or the 
power of true interpretation. The 
teacher of music can aid the pupil in ac- 
quiring a phenomenal technic, but he can- 
not supply a deficiency in his soul. The 
musical soul is the creation of the “Mas- 
ter” of all music; unless this “Master” 
has endowed the soul with a: warm and 
living feeling, he will not be able to see 
what the composer sees, or feel what he 
feels. 

‘To interpret the best in music every 
faculty we possess must be kept keenly 
alive. He alone who is accustomed to 
earnest thinking, quick observation and 
sympathetic penetration will see, hear and 
feel much that escapes those who are 
less fortunate. The interpreter of music 
must have vital knowledge of the inner 
spiritual element of every work of art 
that he attempts to reproduce. His imag- 
ination must be kindled by it, and mu- 
sical imagination is infinitely more pre- 
cious than mere musical dexterity. A 
musical work of art originates in the 
deep well of the fertile imagination of 


The tary will be pleased to furnish full 
details and supply any information desired. 


HUNTINGTON COLLEGE CONSERVATOR 


Music Department of Huntington College, Endowed, with absolutely no expense, so can offer very best 
of advantages at very low cost. Aim is to educate, not make money. Faculty of unquestioned standing. 


VIOLIN, PIANO, VOICE, HARMONY, HISTORY OF MUSIC, PUBLIC 
Courses Offered: Yoo MusiC, LANGUAGES, EXPRESSION and DRAMATIC ART 


Special Courses Giving Teachers Practical Work Applicable to Their Needs 
BOARDING FACILITIES EXCELLENT—NO BETTER ANYWHERE ~— 


Address, Box 512 - - - HUNTINGTON, INDIANA 


genius, and the performer can express the 
composer's true meaning only when in 
that same highly exalted frame of mind 
in which the composition was created. 
To obtain a fine interpretation in music, 
heart and head must operate together. 
Faultless technic then ceases to become 
mechanical, but is spiritualized. 

The composer’s meaning lies hidden 
within the characters of musical notation, 
precisely as the poet’s thought is framed 
by letters and words exactly chosen and 
arranged. The interpreter must know 
the meaning of these characters in order 
to bring to light the hidden thought and 
underlying meaning. Artistic interpreta- 
tion is possible only to him who has dis- 
cerned the subtle emotional impulses, ex- 
perienced and recorded by the composer. 
It comes from not only knowing but also 
feeling, from responding to the personal 
suggestions which transfigure the dry 
facts into the history of a human life. 
Moreover, how can one expound or in- 
terpret what he does not understand? It 
is obvious, then, that the powers of rea- 
son must be exerted and that intellectual 
command must accompany and reinforce 
technical skill, if the interpretation is to 
be adequate, accurate and convincing. 


The Universal Language 


Music is a universal language, under- 
stood by all, no matter what race or lan- 
guage. But every language must convey 
a meaning, it must contain some kind of 
a message, in short, it must express a 
thought. As in language there are di- 
visions into sentences, paragraphs and 
chapters, so in music, in like manner, we 
must have these natural divisions. Here 
we have the very essence of rhythm, 
which is of tremendous importance to 
true interpretation. Technic, too, plays 
a most important part, for awkwardness 
militates against true and artistic in- 
terpretation. Yet both rhythm and 
technic are only means to an end. Music 
may be performed that is absolutely 
faultless as regards rhythm and technic, 
yet it is dull and uninteresting, convey- 
ing no message, and without any of the 
real spirit of music—a _ dead, «lifeless 
thing. The artist, as an interpreter, must 
put himself, as far as possible, at the 
very beginnings of music and its litera- 
ture, and master their forms and spir- 
itual meanings down through the ages 
to the present time, in order that the 
language may be intelligible to him. Only 
in this way can a true and artistic inter- 
pretation be acquired. 

A Surging Flood 

“The outpouring of a feeling toward 
its object, whether to the endless heav- 
ens, or forth into the boundless world, or 
toward a definite limited goal, resembles 
the surging, the pressing onward of a 
flood,” said the great teacher, Dr. Adolph 
Kullak. ‘“Reversely, that feeling which 
draws its object into itself has a more 
tranquilizing movement, that especially, 
when the possession of the object is as- 
sured, appeases itself in equable onward 


‘flow toward the goal of a normal state 


of satisfaction. The emotional life is 
an undulating play of up-surging and 
subsidence, of pressing forward beyond 
temporal limitations, and of resigned 
yielding to temporal necessities. The 
crescendo and the de-crescendo are the 


(Continued on page 503) 


C. W. H. BANGS, President 
REX ARLINGTON, Director 
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(CONSERVATORY 


MUSIC s&s. 


Shaw Conservatory occupies a beautiful building devoted 
exclusively to its own use. In the building are forty- 
eight practice rooms, each containing a piano. In addition, ' 
there are large studios and special rooms for Harmony. 
For recitals, ensemble work, etc., there is a Recital Hall, 
thoroughly furnished with every appliance for such work, 


48th 


Year 


A complete and broad musical education based upon the best 
modern American and European principles is offered in: 


PIANO, VOICE, VIOLIN, ALL ORCHESTRAL INSTRUMENTS 


Musical Theory, Harmony, Counterpoint, 
Composition, Musical History, Appreciation 


PUBLIC SCHOOL MUSIC, EAR TRAINING, SIGHT SINGING, 
CHORUS and OPERATIC CLASSES 


FULLY EQUIPPED ORCHESTRA OF 40-50 MEMBERS UNDER 
AN EXPERIENCED SYMPHONY. CONDUCTOR 
WITH EUROPEAN REPUTATION. 


LYCEUM ART COURSE 


Thorough preparation for Platform and Stage in 


VIOLIN, VOICE, PIANO, ALL ORCHESTRAL 
INSTRUMENTS and in DRAMATIC ART 


SPECIAL COACHING FOR PROFESSIONAL 
MUSICIANS, ACTORS and READERS 
DEGREES, DIPLOMAS, TEACHERS CERTIFICATES 
LYCEUM and CHAUTAUQUA engagements secured 


The Faculty consists of highly educated and experienced 
Musicians of International recognition. 


MODERATE TERMS 
STUDENTS MAY ENTER ANY TIME 


The Conservatory is located so near Chicago that it must 
compete with the best work done there, so that Valparaiso 
students have every advantage that they could possibly 
have in the city and at an expense not one-fifth as great. 


The low cost of all courses has not been brought about by 
sacrificing a high grade of instruction, but by applying 
business principles to the 


Cost of Living 


so that the most satisfactory accommodations for board 
and room may be had at $90.00 per quarter of 12 weeks. 


_ For Free Catalog Address 
HENRY KINSEY BROWN, President 


Box E, University Hall, Valparaiso, Ind. 


Please mention THE ETUDE when addressing our advertisers. 
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OF MUSIC 


INCORPORATED 


SCHOOL FOR PARTICULAR STUDENTS 
Embracing all Branches of 
MUSIC:— EX PRESSION — ART — LANGUAGES 
Public School Music and Teachers Training Course 


FACULTY OF NOTED ARTISTS AND TEACHERS, INCLUDING 


Charles Norman Granville, Frederic Morley, Ernest Toy, Mme. Cara Sapin, Patrick O’Sullivan, Charles Letzler, 
Sara McConathy, Helen Riddell, Arthur Mason and others. 


Dormitory for Girls Which Provides the Proper Environment for Serious Study 


i 


INDIVIDUAL TRAINING FREE ADVANTAGES 
} A system of training that means to the student what personal |: Harmony, Solfeggio, Ear Training, History, Recitals, Students’ 
ra diagnosis and special treatment by medical specialist means to one Orchestras, Operatic and Dramatic productions, Interpretation 


physically afflicted. Not a patented method for all, but a Classes and Observational Teaching. Public School Music Students 
special treatment for each. have the advantage of assisting in the Louisville Public Schools. 


CHOOSE YOUR CONSERVATORY CAREFULLY 
The ideals, the methods and the policies of one institution may not be so good for you as those of another. 
Remember, your success is entirely a matter of training—therefore, your whole future is largely determined by 
your choice of a school. If you are really serious about a musical education and serious about your own suc- 
cess in the profession, we want you as a student. Each year brings a larger demand for our graduates and it 
Ht is only because we are building solely upon the success of our students. We believe that our interests and 
tH | yours are purely mutual—that we, as a school fail unless you succeed. Serious students like such a school and 
it a larger number of such students are coming here each season. 


WRITE TO-DAY FOR CATALOG AND LITERATURE 


Frederic A. Cowles LOUISVILLE, 
Kentucky 
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Peabody Conservatory 


BALTIMORE, MD. 
HAROLD RANDOLPH, Director 


Recognized as the leading endowed musical conservatory of the country 


Summer Session 47. Vu 


Staff of eminent European and American Masters including: 


George F. Boyle Adelin Fermin J. C. Van Hulsteyn Gustave Strube 
Elizabeth Coulson. Henrietta Holthaus Frederick D. Weaver Mabel Thomas 
Carlotta Heller Virginia C. Blackhead 


Tuition $10 to $30 according to study 


By special arrangement with the JOHNS HOPKINS UNIVERSITY 
credits in certain branches may be offered for the B. S. degree 


Practice Pianos and Organs Available 
Circulars Mailed FREDERICK R. HUBER, Manager 
Arrangements for classes now being made 


I WARD-BELMONT| 


For GirRL¢g AND Younc WOMEN £ 
; O the students desiring general courses § 
3] in Language, Literature, Expression, & 
H and Domestic Science with the highest type E 
liH| of musical instruction, Ward-Belmont offers 

I Conservatory Advantages : 
if including all branches— Piano, Violin, 

e| Voice, Pipe Organ, Theory, Harmony, Com- — 
position. History of Music. Eighty pianos. § 
Two pipe organs. 4 years preparatory and — 
8} 2 years college work. — : 
i|s| Outdoor sports and swimming pool. Woody — 
iH] Crest, the Ward-Belmont Farm and Country § 
liq! Club, affords wonderful week-end trips 
|| into the open country. : 
| Applications must be accompanied with § 
Hl references. For literature, Book of Views, F 
| and information address : 


He WARD-BELMONT : 
| Belmont Heights Box AE Nashville, Tenn. F 


School of Music 


SHENANDOAH COLLEGIATE & 


INSTITUTE 
LEADING SCHOOL OF MUSIC IN THE SOUTH 


Large Orchestra, Full Regimental Band sent from this school 
to France. All branches as well as Art, Expression, 
* Piano Tuning and Preparatory work. 


Ask for Booklet FREE, S.C.1. BOX 110, DAYTON, VA. 


Atlanta Conservatory of Music MR. and MRS. CROSBY ADAMS - 


THE FOREMOST SCHOOL OF FINE ARTS Annual Summer Classes for Teachers of Piano 
IN THE SOUTH for the Study of Teaching Material 


MONTREAT, N. C. 


Pe Ss 


| BRENAU COLLEGE CONSERVATORY | 
ia Noted for: Select patronage 30 states; pleasant social life; loca- 
i] tion foothills Blue Ridge mts. North of Atlanta. Standard 

A.B. course; special advantages in music, oratory, art, domestic # 
science, physical culture. 32 buildings including sorority houses, ff 
i] new gymnasium, swimming pool. Separate “School” for young § 
# girls. Catalog and illustrated book. 


4 Address Brenau, Box T, 


norris ne apinanmanpen nonce na dane Ses 


Gainesville, Ga. | 


Fenian 


Advantages Equal to Those Found Anywhere 
Students may enter at any time. Send for July 8-23——1920——August 5-20 


Write for booklet containing outline and strong 
Catalog. GEO. F. LINDNER, Director etters from Teachers who have taken the Course. 


Peachtree and Broad Streets, Atlanta, Georgia MONTREAT, NORTH CAROLINA 
Please mention THE ETUDE when addressing our adverttvers. 


THE ETUDE 
Rossini at the Keyboard 


THE world thinks of many of the great 
composers in the light of creators, but in 
teality many of them have also been very 
fine pianists. Massenet and Debussy are 
said to have been especially fine per- 
formers. An interesting account of Ros- 
Sini’s prowess at the keyboard is given in 
the Autobiography of Felix Moscheles, 
son of the famous composer-pianist- 
pedagogue, Ignace Moscheles, Felix 
achieved his fame as a portrait painter, 
and made a wide acquaintance among the 
famous men of Europe. Once, when 
calling upon Rossini, the Italian master 
sent the following message to Ignace 
Moscheles : 

“Tell your father that Iam a pianist: I 
dare say that he knows that I have writ- 
ten operas, but I particularly want him 
to understand that I am a pianist, too, 
not—to be sure—of the first class, as he 
is, but of the fourth.” 

Later on, Felix Moscheles tells just 
how Rossini played. Since most of the 
great pianists of the world had played in 
the Moscheles home when Felix was a 
young man it must be admitted that he 
was a most excellent judge. “He opened 
the small upright piano in his study, and 
began improvising, whilst I settled down 
comfortably to listen to my own special 
‘fourth-class’ pianist. It was, indeed, in- 
teresting. His plump little hands moved 
over the keys with a delicate touch, suit- 
able to the simple, melodious vein in 
which he began. When, presently, he 
broke into a rapid movement and the 
pianoforte player asserted himself, it was 
still with the touch of the good old le- 
gato school. His execution was mas- 
terly, but not brilliant; whenever he in- 
troduced passages or figures for the 
pianist as such, these seemed common- 
place and hackneyed. But when, on the 
other hand, the musical thought sought 
expression, it flowed as though from an 
inexhaustible store, and took. dramatic 
shape, reminding one of his best oper- 
atic style and his most brilliant orches- 
tral effects, 

“His manner throughout was simple 
and unaffected. There was _ nothing 
showy or self-conscious about him, no 
by-play of any kind, no sudden pounc- 
ing on some ben marcato note, or tfi- 
umphant rebounding from it. In fact, 
there was nothing to see but a benign 
old gentleman playing the piano. One 
wouldn’t have been surprised if he had 
worn a pigtail like those pianists, his 
predecessors, who were not in a hurry 
and treated their little set of crow- 
quills with loving care.” 


A VERY nervous freshman met Dean 
Jones of Yale one morning and found 
himself obliged to walk out of chapel with 
the dean, who was a friend of his family. 
Chimes ringing at a church they were 
passing made him attempt a conversation. 

“T think those chimes are wonderful,” 
he said. No answer. “Aren’t those 
chimes exquisite?” he stammered. Still 
no response. “Those are the most beau- 
tiful chimes”—he raised his voice a bit. 

“Did you speak?” said the dean. “I 
can’t hear on account of those infernal 
chimes!”—Ladies’ Home Journal. 


Music Theory and 
Writing Book 


By CARL VENTH PRICE 75 CENTS 


There is nothing that impresses a newly- learned 
fact more figggJy in the mind than to put it down 
In writing. 

There is nothing that requires a more exact 


memory than the rudiments of musical theory. 
Therefore, this book. 
It provides abundant space for writing the 
exercises given and can be taken up with almost 
the first lessons at the piano. 
Teachers may obtain a copy of this 
invaluable work for examination 
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means employed in music for the. por- 
trayal of this manifestation of emotional 
life. 

The same composition is rendered 
quite differently as to expression and 
imagery, and yet both renditions can be 
considered artistic. Again, a piece of 
music correctly interpreted does not con- 
vey the same message to every listener. 
No artist performs the same composition 
in exactly the same way twice. There- 
fore, a musical composition, although in 
a general way it has definite character, 
yet it permits of widely different interpre- 


tations, depending upon the feeling and 


the mood of the performer and the hear- 
ers. Therefore, there are most wonder- 
ful possibilities in interpretation. No 
rules of whatever kind can be given, for 
there are none. It is a matter of the 
imagination alone, and no limit shouid 
at any time be placed upon the imagina- 
tion. It should be allowed to play ac- 
cording to its own sweet will. 


The Cultivated Imagination 


A cultivated imagination is necessary 
for musical interpretation. It is the of- 
fice of the interpreter to represent in tone 
and action the meaning of the composer, 
to produce the beautiful imagery which 
occupied the mind of the composer at. the 
time he created the composition. But 
how is this possible? Simply to under- 
stand the thought of the writer is not 
enough; a faultless technic will not avail; 
no power of analysis, no skill of hand ac- 
quired by long practice, however indis- 
pensable all these may be, they are not in 
themselves sufficient to qualify the inter- 
preter for his office. There is need of 
a vivid imagination to represent, first, 
to his own mind, and then to the mind 
of his audience, the imagery of the piece 
in graphic outline. 


All this requires a. 


cultivation of the imagination. 
word, the interpreter must have the 
power to form a correct mind picture of 
the piece that he performs. 


The True Interpreter 

Of all the arts, music speaks the most 
obscurely. Form and tone are merely the 
methods through which the composer 
manifests his vision—the colors with 
which he paints his picture. They are 
no more beautiful in themselves than the 
colors, and no grouping of form, or tone, 


or color can convey a meaning without 


expressing an idea which they are em- 
ployed to delineate. Now a grouped mass 
of colors may be beautiful as colors, or 
of tones as tones, but to stop short at 
this would not be art. Grouping of col- 
ors is not a picture ; combination of tones 
is not a composition. The gist of the 
whole thing lies in the expression of an 
idea or the treatment of a subject, the 
depiction of the real or the ideal. No 
composer composes without thought-vis- 
ion. The true interpreter must share 
this visual faculty with the creator. The 
value of the artist depends first, on his 
power to see, and, second, on his power to 
show what he has seen. We ought, there- 
fore, not to be content to rest in a mere 
concord of sweet sounds, but to endeavor 
to pass on to the knowledge of the inner 
spirit which woke the harmonies, and to 
divine, if possible, to what the composer’s 
soul awoke responsive, and what projec- 
tion was the ultimate result of his recep- 
tion. The soul to which a composition 
conveys most clearly what it did to the 
composer will be nearest him and his 
thought, and this is the thing to be de- 
sired, and the reward of creative effort, 
if, indeed, anything needs a reward which 
is so deep a pleasure in itself. 


Prophets in Their Own Country 


By Isaac Z. Scattergood 


In nothing more than in music is “the 
prophet in his own country” more 
looked down upon. In no other art are 
his chances of recognition more tardy. 
Many musicians such as Wagner, Bruck- 
ner, Bizet and Gounod have had to see 
their manuscripts travel around from 
publisher to producer for years before 


having them presented to the public. 


This process has one saving grace, since 
it permits the composer who has not 


achieved a too exalted opinion of him- 
self to refine and improve his work. 
Saint-Saén’s Samson and Delilah, long 
a popular work in opera, was first pro- 
duced in Weimar under the direction of 
Franz Liszt. Saint-Saéns, notwithstand- 
ing his high position in France, was un- 
able to get its production in Paris for 
many years. It was, however, pro- 
duced at Rouen in 1890—thirteen years 
after its German presentation, 


When Wagner Failed 


By Ruby Y. Nathan 


WAGNER had so many failures in his 
life that were due to the misunderstand- 


ing of the German people, that his 
entire history is checkered with 
marks of his disasters. Very few 
people can conceive how so versa- 


tile a man could fail in certain mus- 
ical situations. Yet fail he did. In his 
early years he was a notoriously bad 
conductor at times. This was true also 
when he was conducting his own music. 
Other conductors — underlings — could 
produce better results. Once in Lon- 
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Total living expenses need’ not exceed six dollars 
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don, whither he had gone to direct a 
series of concerts, he was .conducting 
his own Flying Dutchman. The orches- 
tra actually broke down twice under his 
baton. Finally in desperation he was 
obliged to call upon MHans_ Richter, 
whom the London audience greeted with 
great acclaim when he ascended the con- 
ductor’s stand. Richter had: not the 
slightest difficulty in holding the orches- 
tra together throughout the entire com- 
position. 
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EVELYN FLETCHER-COPP 
31 York Terrace, Brookline, Mass. 


This school presents Democracy in Music—in 
place of Autocracy—self-expression—understanding 
and consequent freedom in Music instead of copy- 
ing technically. 

. Lymap Abbott writes of the Fletcher Method: 
“It seems to me more than. a Method; it is a Revolu- 
tion and converts musical education from a mere 
drill and drudgery into an inspiration.” 

Dr. Henry W. Holmes of Harvard University writes 
to Mrs. Fletcher-Copp: ‘‘No method of teaching 
music of which I have ever heard even approaches 
yours in the soundness of its educational basis and 
the ingenuity of its devices.” 

Introduced into Boston in 1897 by the N. E. Conserv- 
atory, it has proven every claim and been the in- 
centive for innumerable reforms. 

Because of its being the only System with genuinely 
invented and patented apparatus and games it has 
been called a Kindergarten System and Mrs. Fletcher- 
Copp too often has been classed with her imitators 
and copyists. However—a System developed by a 
Musician of international reputation must of neces- 
sity be a vastly different proposition to the Methods 
built up by those without the musical ability to even 
appreciate what has been so beautifully accom- 
plished by the Fletcher Music Method, and only 
through its financial possibilities stimulated to copy. 

Over 900 musicians confess to the Fletcher Method 
being the cause of their own practical understand- 
ing of such subjects as modulation, improvization, 
self-expression, etc.,etc., while every music fublisher 
of reputation in America has published compositions 
either from the pen of some of these music teachers 
(who before studying F. M.M. had never composed) 
or their pupils. : 

In order to enter the Summer School in Boston, 
opening July Ist and lasting eight. weeks or two 
hundred hours, applications must be sent in early. 
This is the longest and the most expensive Normal 
course given in America, and only those meeting the - 
requirements are accepted. But these restrictions 
and the inability to obtain this instruction in any 
other way than by the studying with its originator, 
Evelyn Fletcher-Copp, has proved a protection to 
the teachers already in the field and to the public. 
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Opus 1000 


It is surprising to find how many peo- 
ple do not know that the Latin word 
opus, meaning “a work,” is used in mu- 
sic by composers to give a sequence num- 
ber to their compositions. Opus 1000 
mean Composition 1000. Many compos- 
ets have passed the 1000 mark. Most fa- 
mous, of course, is Carl Czerny. Others 


torio, Fr. Behr and Geo, L. Séanlatad: 
Most of these prolific men have had many 
assumed names. Publishers often re- 
ceive letters telling them that they do not 
like the compositions of such-and-such a 
composer, but do like the works of such- 
and-such a composer — both musicians 
proving to be the same person, if they 


would include Hans Englemann, A. Sar-\ only knew it! 


A Daring Innovation 


Up to the year 1779 it was the cus- 


tom for the deacon or elder of a church 
to “line out” the hymn—that is, the dea- 
con read a line of the hymn and the 
singers forthwith sang it, and waited in 
respectful silence while he read the sec- 
ond, which they then sang, as before. 

And 86 on to the end. 

“Ba the fateful Sunday when this cus- 
tein came to an end, having been voted 
out Of existence the previous weck, the 


venerable Deacon, whose name _ was 
Chamberlain, rose and read the line as 
usual, but instead of stopping at the 
final word, the singers sang on, gather- 
ing such volume that the poor Deacon’s 
voice—though he read with all his might 
—was drowned in the tumult. Then, 
deeply mortified at this triumph of mu- 
sical reformers over ancient custom, he 
seized his hat and, weeping as he went, 
left the meeting house. 


Lamperti’s Parrots 


Visitors to the home of Lamperti were 
always impressed by seeing two stuffed 
parrots, one green and one grey. The 
great singing teacher had been very fond 
of these birds and when they died he had 
them preserved. It is said that the grey 
parrot displayed extraordinary ability in 
mimicking many of the Lamperti pupils 
it had heard while perched in the studio. 


It is said that it actually knew a good 
part of the aria of Casta Diva and imi- 
tated the singing of Albani in it in a 
remarkable way. 

Unfortunately the parrot formed the 
troublesome habit of biting a pupil now 
and then. Accordingly it was removed 
to the pantry where—according to the 
Maestro—it died of a broken heart. 


—) 


Life’s Music 


By Harriett A. Rockwell White 


Babyhood, a tiny run, 
Tender little notes that cling, 
Just a few! the theme’s begun, 
By and by the whole shall ring. 
Childhood slowly gathers power, 
Adding grace notes, here and there, 
Rising softly hour by hour, 
Simple numbers free from care. 


Girlhood comes in measures gay, 
Dancing music, runs and trills, 


Lilting, tripping all the day, 
Thoughtless as the woodland rills. 

Womanhood—ah! joy and pain 
Blending into rich, full notes, 

Lingers in each grand refrain— 
Echoes, as it soars and floats. 


Now the ending. Low and sweet 
Minor tones that faintly flow, 

Angel voices swell complete; 
Strike the last chord softly—so. 


When Musical Typewriters Come Into Vogue 


Here IS a fact that should be brought 
home to all musical typists. To be pithy 
unlike a python, why shouldn’t the piano 
keyboard ‘be changed to suit the type- 
writer keys, or vice versa? 


In that event every steno could play 


the piano and the typewriter with equal 


facility. Every devotee of the typewriter 


would not only be musical, but musical 
with her fingers. 

And when the boss wants a letter run 
off to John Smith & Co., the steno, by 
using her imagination, can think she is 
playing The Last Rose of Summer, or 
something equally notorious. 

Thus, my worthy musicians, the trade 
of music will be enhanced. 


The Most Wonderful Instrument 


Dr. Georce ASHDOWN AUDSLEY, the fa- 
mous author who has written volumes 
upon the subject of Organ Construction, 
has brought out a new book, entitled 
Organ Stops, Their Artistic Registra- 
tion, Names, Forms, Construction, To- 
nalities and Offices in Scientific Combina- 
tion. In his introduction he makes the 
following forceful and valuable state- 
ments, which are intended especially for 
the young and rising organist: 

“With the acquisition of manual and 
pedal technic should go a serious study 
of the tonal forces of the organ, their 
combination and effective registration; 
for it is appropriate tonal coloring which 
gives the spirit and expressiveness to the 
music, which no single performer save 
the organist is capable of producing, and 
for which no instrument save the organ 
can furnish the necessary tonal elements 
—music which can only be surpassed by 
the united forces of the grand orchestra 
under the control of an accomplished 


Ay 


conductor. The organist is as the con- 
ductor; the many and diverse tonal forces 
of the organ are his instrumentalists; it 
rests with him to marshal those forces, 
in ever-changing groups, so as to produce 
the artistic and life-giving effects his 
music demands, and for the interpreta- 
tion of his most refined conceptions. 

“Again, the organist is as the painter, 
before his canvas, brush in hand; the 
stops of his organ are the colors of many 
tints, hues and shades, spread for his 
ready use on a serviceable palette, to be 
combined, at will, in endless variety as 
the spirit of the tone-picture inspires 
him. What a wonderful world of tone 
the organist can live in if he only real- 
izes his birthright—his citizenship in the 
land of beautiful sound! The organist 
stands supreme in the musical world—the 
master of the most stupendous, the most 
wonderful musical instrument ever con- 
ceived by the mind and fabricated by the 
hand of man,” 
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Ridiculous Waste Motion 


By S. M. C. 


Wuo of us has not met with piano 
pupils who play with their whole bodies, 
when they should be playing with their 
fingers? They squint and squirm and 


twist about, swaying from side to side, to. 


the rhythm of the music, describing cir- 
cles and other hieroglyphics in the air 
after every stroke, wearing themselves 
out with useless muscular effort. The 
teacher should acquaint the pupil with 
the fact that a piano lesson is not a re- 
hearsal for a ballet. Sit calmly and 
quietly; if people behaved at the dinner 
table when eating victuals as they do 
when they sit before the piano keyboard, 


BELovep Beethoven! many have lauded 
his artistic greatness. But he is far more 
than the first of musicians, he is the most 
heroic. force in modern art; the greatest 
and most faithful friend of all who suf- 
fer—ROMAIN ROLLAND, 


the scene would make a fine subject for 
the comic cinema. 

Violin pupils too, who, despite. fre- 
quent and repeated admonitions from 
their teachers, persist in raising their 
fingers from the strings when unneces- 
sary; who allow the upper arm to partici- 
pate in movements which should be con- 
fined to the lower arm and wrist; who are 
addicted to the annoying habit of beating 
time with the foot—all these betray symp- 
toms of waste motion which must be 
checked, unless the perpetrator desire to 
pay the price—faulty technic, a worn-out 
body and shattered nerves. 


A MUSICAL thought is one spoken by 
a mind that has penetrated into the in- 
most heart of a thing, detected the in- 
most mystery of it. All deep things are 
song. See deep enough and you will see 
musically—THoMAS CARLYLE, 
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“K’'’—Mary Roberts Rinehardt. 

Meiting of Mollie, The—M. T. Davies. 

Mother Carey’s Chickens—Kate Douglas Wiggirs. 
Ne’er Do Well—Rex Beach. 

Old Curiosity Shop—Dickens. 

Oliver Tw'st—Dickens. 

Penrod—Booth Tarkington. 

Pickwick Papers—Dickens. 

Rainbow’s End—Rex Beach. 

Rising Tide, The—M. Deland. 


THEO. PRESSER CO. @ 1712 Chestnut St. ® PHILADELPHIA, PA. 


for the stout figure. 
subscriptions. 


Seven Keys to Baldpate—E. D. Bigger. 
Seventeen—Booth Tarkington. 

South Sea Tales—Jack London. 

Spoilers, The—Rex Beach. 

Thirteenth Commandment, The—Rupert Hughes. 
When a Man Marries—Rinehardat. 

Where There’s a Will—Rinehardt. 

Who Goes There ?—Chambers. 

Within the Law— Veiller and Dana. 


Special H.C.L. Magazine Offer 


Good Only During July 


Tue: Erupe sees a burden upon the public and upon its customers, in the constantly 
increasing price of necessaries, which is becoming almost unbearable. 

Following the example of some of the great merchants who are trying to break the 
backbone of the high price movement, THE Eruper will sacrifice its entire profit on 
subscriptions to other magazines during July (with the two exceptions noted below, 
where the publishers have imposed restrictions which we cannot honorably disregard). 


BP so eka, 
Woman’s Home Com- 
| a ee 


American Magazine. . 
(To One Address) 


UR, 2 OO: 2.00 | 
Woman’s Home Comp. 2.00 ($3.50 
STDE 2.00 leak wis 


$4.85 
id 


“Succeeding With What You Have” 
An article by CHARLES M. SCHWAB 


Se Cisse “Spe Cee € > eruy 
8. PD Cee ey lte Boe & 36 


2.00 
0913.00 


No redue- 
tion 
because of 
restrictions 
imposed by 
mira sanemnine pee 0c: a pica 


ETUDE . 
Pictorial oe Sa. 35 
Review. 3.00 . 


ETUDE . 


People’s ioe 


ETUDE... 2.00 


Saturday Evening 
Peat... £50 


ETUDE... 200), — 


| 
Youth’s Com. sot 00 

250/938 

p33 


$9.90 


Journal . 1.25 panion.. 2.50 
ETUDE... 2.00 ETUDE... 2.00 
Christian $3.39 7.50 $3. 80 


Riclinuates 


Herald. 


ETUDE ... 
McClure’s . 


2.00 


500¢94-00 


RR Se 


ETUDE . Po Wee 00 
Motion Picture 
Magazine 2.00 


ey ea lek nis 


2011 SERRE a ecg : 


No reduction 
because of restric- 
tions imposed by 
publishers 


2.00 
3.00 


BIUUE .+ 4... 


Cosmopolitan .. . 


Not Good after 
August 1 Oth 


Special H. C. L. Coupon 


THE ETUDE, 
Theo. Presser Co., Pubs., 1712 Chestnut Street, 
Philadelphia, Pa. 


Gentlemen: 
Please find enclosed $ to pay for my subscription to THE ETUDE for 


one year and for the other magazines as listed below: 


MY NAME 


ADDRESS 


TOWN— 


Name of other magazine 


Name of other magazine 


Name of other magazine 


ears 


cS as 


Nose Px 


OMPLEXIONS otherwise flawless are often ruined by 


conspicuous nose pores. ‘The pores of the face are not 
as fine as on other parts of the body. On the nose especially, 
there are more fat glands than elsewhere and there is more 
activity of the pores. These pores, if not properly stimu- 
lated and kept free from dirt, clog up and become enlarged. 


~To reduce them: Wring a soft cloth from very hot water, 
lather it with Woodbury’s Facial Soap, then hold it to your 
face. When the heat has expanded the pores, rub in very 
gently a fresh lather of Woodbury’s. Repeat this hot water 
and lather application several times, stopping at once if your 
nose feels sensitive. Then finish by rubbing the nose for 
thirty seconds. with a piece of ice. | 


Notice the improvement the very first treatment makes—a 
promise of what the steady use of Woodbury’s Facial Soap 
will do. But do not expect to change completely in a week 
a condition resulting from long-continued exposure 

and neglect. Use this treatment persistently. It 

will gradually reduce the enlarged pores and make 

them inconspicuous. 


Begin tonight the treatment 
your skin needs 


Get a cake of Woodbury’s Facial Soap and - 
begin tonight the treatment your skin needs. 
You will find Woodbury’s on sale at any 
drug store or toilet goods counter in the 


United States or Canada. A 25c cake will 


last a month or six weeks. 


In the booklet which is wrapped around 


you will find complete treatments for 
the commoner skin troubles, including 


Conspicuous Nose Pores 
BLACKHEADS 

Skin BLEMISHES 

O1ty Skin AND Sutny Nose 
CoaRSENED SKIN_ 

TENDER SKIN 

S.uccisH SKIN, ETC. 


each cake of Woodbury’s Facial Soap, 


sch wreeiertamnamnnctanon aap ateoen 


“Your Treatment for One Week”’ 
A beautiful little set of Woodbury’s facial preparations sent to you for 25 cents ~ 


Send 25 cents for this dainty miniature set of Woodbury’s facial preparations, containing 
your complete Woodbury treatment for one week. 


You will find, first the little booklet, ‘‘A Skin You Love To Touch,”’ telling you the special 
treatment your skin needs; then a trial size cake of Woodbury’s Facial Soap—enough for 
seven nights of any treatment; a sample tube of the new Woodbury’s Facial Cream; and 
samples of Woodbury’s Cold Cream and Facial Powder, with directions telling you just 
how they should be used. Write today for this special new Woodbury outfit. Address 
The Andrew Jergens Co., 5607 Spring Grove Ave., Cincinnati, Ohio. 


Tf you live in Canada, address The Andrew Jergens Co,, Limited, 5607 Sherbrooke 
Street, Perth, Ontario, 


